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HA MEXI PEAAbBHOTO
TA IPPEAABHOTO

BOAOAMMUMP TOMANILL

Jlupexrop Art at the Institute Ykpaincbkoro Incturyty AMepuku

[Terpo BeB3a € ogHuM i3 HaiiGiIbII BUSHAYHMX 1 IJIIAHUX YKPATHCHKUX XYIOKHUKIB
cborogenns. {1 MeHe € BeJIMKOIO 4ecTio MaTH MOKIUBICTh opranisoBysatu Hopdans

B YkpaiHncbkoMmy [HCTUTYTI AMepuKH, epiioMy Miclli TpoBeleHHS 11i€] TepecyBHOI BU-
cTaBKu. BizBigyBaui HEOAMIHHO Mi3HAIOTH 1 J03BOAATH COO1 MOPUHYTH y HEOECHOI JIETKO-
cTi MetadisuuHi 00pasu XyL0KHIKA, [0 OXOILIIOIOTh AYXOBHUH 1 peaJbHUll CBITH, B IKIX
MU CIIOTJISIJITAEMO, JKUBEMO 1 IUXAEMO.

Kowui, cestiu, anrenn i ¢BATI — BCi 3’ABASAIOTHCS 3 110JI “iHIIOTO,” 1 CIy’KaTh CAMOYCBI-
JIOMJIEHHIO aBTOpa K MOCTa Bijl MaTepiaibHOro 110 GoxkecTsenuoro. Y uukii Hopdans
HaM jlapoBate T60Ko chopMoBaHe OCMUCIEHHS OJ[HOI 3 HAHOIIBII BPaKalounX MepeMo-
HiiT BI3aHTIICHKOTO 0OPsILY: YPOUKCTE OCBAYCHHS BOAM Ha BOTOSABIIEHHS B IIaM'SITh Xpe-
menns Xpucra B Mopaani. Boaa, nenTpasibna Tema, 1ie eJleMeHT T0BCAKACHHOCTI,
eceHIlid, SIKIIo Xo4ueTe, B AKill 3aBXK/1 TPUCYTHS Bipa, 1[0 MPOABJISIETHCSA Yepe3 BHYTPi-
mHe ayxoBHe oHoByeHHs. [l [TeTpa BeB3u i cboro/ini He BTpayaloTh CBOEI Baru poayMu
HAJl TUM, 1110 € ParHeHHs OyTH BIIOBHI JIIOAUHOIO.

[Iporopiu BUITOBHIOETHC miicTaecsT oauH pik Art at the Institute, Bigainy o6pasorBop-
4oro MHUCTelTa B YKpaiHCbKkOMY THCTUTYTI AMepuKi. 3 MOMEHTY CBOTO CTBOPEHHS B
1955 poui, Art at the Institute opranizoBye npoeKkTH Ta BUCTaBKU 3 METOIO HAJAaHHs ITi-
CJIIBOEHHUM 1 Cy4YaCHUM YKPaiHCbKUM XY/IOKHUKaAM TJIaT(OPMY 3 METOIO TIOKa3y pe-
3yJIBTATiB iX TBOPUOI AisAbHOCTI Gibur mupokiit ayautopii B Heio-Mopky. Ili mpoexti —
YUCJIEHHI BUCTAaBKU TPAIMIIHOrO MUCTEITBA 1 IePio/IUUH] BUCTABKU CTAJHN 3HAKOBUMU
TOISIMU.

51 xoriB 6u nopakyBatu Pani qupexkTopis Ykpaincbkoro IHCTUTYTY AMEPUKT —MUHYJII
Ta TenepimHii—Ta ii yieHaMm 3a X IOCTIHY 3alliKaBJIeHICTh 1 MIATPUMKY MUCTEIITBA 1
KyabTypu Ykpainu. Ocobausa noaskya Ouseni CijyioBud, BUKOHABYOMY IUPEKTOPY, 3a ii
HEBTOMHI 3yCUJIJIA 1 BATPUMKY B aJIMiHICTPYBaHHI 1 BTiJIEHHI HAIUX KYJBTYPHUX IIPO-
rpam. Takoxk okpema mojsika Auzpiesi fopoaucbkomy, KOHCYAbTAaHTY [HCTUTYTY, IKUT
J06SI3HO TIHIIE TPOrPaMU 3B’SI3KIB 3 IPOMAJICHKICTIO i 0Y0JIIOE X MONIMPEHHS B apT
CIIJIBHOTY B I[LJIOMY.

Haperrri, 51 xoTiB 61 migkpecantu Moo mupy noasky I[lerpy Bessi 3a igeio i€l
BUCTABKH 1 32 1Or0 MPUCTPACHICTD, 3aXOIJIEHICTD 1 Bi/IMOBIIAbHICTD OO YCiX aCIeKTiB
L[bOTO IIPOEKTY IIPOTArOM HOTO PO3BUTKY, BiJl TBOPYOr0 BUKOHAHHS 1 Bin6opy pobiT 10
craTeil B KaTaJo3si.



IMAGERY STRADDLING THE SPIRITUAL
AND REAL WORLDS

WALTER G. HOYDYSH PH.D.
Director, Art at the Institute

Petro Bevza is one of the most prominent and prolific contemporary Ukrainian artists
working today. I feel very privileged to have the opportunity to organize and host lor-
dan, at The Ukrainian Institute of America, the inaugural venue for this traveling exhi-
bition. Visitors will surely recognize and abandon themselves in the artist’s ethereal
metaphysical imagery straddling the spiritual and real worlds in which we deliberate,
live and breathe.

Horses, peasants, angels, and saints all emerge from a field of the “other,” and play to the
artist’s self-understanding of this bridge from the material to the divine. With lordan, we
are offered the gift of Petro Bevza’s profoundly crafted exploration and realization of the
one of the most impressive ceremonies of the Byzantine Rite: the solemn blessing of the
water on the Feast of the Epiphany commemorating Christ's baptism in the River Jor-
dan. Water, the central theme, is the everyday element, the essence, if you will, through
which faith is always present manifested by inner spiritual renewal. For Mr. Bevza, this
holds true to be a direct meditation on what it is aspire to being fully human.

This year marks the sixty-first anniversary of Art at the Institute, the visual arts pro-
gramming division within The Ukrainian Institute of America. Ever since its establish-
ment in 1955, Art at the Institute has been organizing projects and exhibitions with the
aim of providing post-war and contemporary Ukrainian artists a platform for their cre-
ative output for the broader audience in New York City. These heritage projects have in-
cluded numerous exhibitions of traditional art and timely exhibitions that have become
landmark events.

I would like to thank the Board of Directors of The Ukrainian Institute of America —
past and present —— and its membership for their enduring interest and support in the
art and culture of Ukraine. Very special thanks go to Olena Sidlovych, executive direc-
tor, for her tireless efforts and enviable patience in the administration and execution of
our cultural programs. Also special thanks to Andrew Horodysky, an advisory member to
Art at the Institute, who graciously writes the program’s public relations materials and
spearheads its outreach to the art community, at large.

Finally I would like to emphasize my deep gratitude to Petro Bevza himself for conceiv-
ing this exhibition, and, for his absolute passion and commitment to all aspects of this
project, from the creative execution and selection of works to the catalog essays,
throughout its development.



3a mpu-womupu commi mempis 6io nipa-
MiOU 5L HAXUAUBCS, HAOPAB JCMENIO NICKY,
yepe3 Kilbka KPOKI68 MOBUKU BUCUNAS
11020 1A 3eM10 1 J1e0b UYMHO MOBUB:
«A aminus Caxapy».

Xopxe Jlyic bopxec

YCE BIABYBACTbHCH BITEPLLIE
/AO OCATHEHHS TBOPYOCTI TETPA BEB3M /

BOAOANMMP TOPEATEHKO

Opanr Kadka nosigas Ham npuray. B ii ocHOBI — icTOpist 4os10BiKa, IKUH TIParHys, mob Horo
mporycTii 10 3akoHy. Crpask Gijist TepIIX BOPIT CKasaB HoMY, 110 3a MU € 6arato iHIIIX i
iX cTepeskyTh OXOPOHII OJIMH MOTYTHIIMIA 32 iHIoro. YosoBik cifae i yekae. [IpoxomsaTs mHi,
POKH 11 BiH ToMupae. B aronii 3anmmntye cTpaxka: « Y1 MOKIIIBO, 1110 32 BCi POKH, TIOKH ST JK/aB,
JKOJTHA JTIO/[MHA He Tobaskasa yBiliTn okpiM MeHe?» Crpask Bianosinac: «HixTo He mobaxas,
TOMY IO 11i BOpOTa OyJIM MPU3HaYeH] TIIbKY JU1s1 Tebes. [JIst iCTHHHOTO TBOPIIst, IKUM € YKpa-
iHcbKuit xyaoxkHUK ITetpo Bepsa, He 000B’13K0BO 3HATH 1110 iICTOPIi0, OCKIJIBKY BiH Hi HA MUTb
He BTpaya€ BHYTPINTHBOTO BITYYTTSI CBOET CAMOCTI, CBOTO TMIOKJIMKAHHS — SKIIO 1 He BPITYBAaTH
1ell CBIT, TO MPUHANMHI 3p0OUTH HOTO ZOOPIIIMM, YUCTIIINM, CBIT/HIIM, BHYTPIIIHIM 4y TTSIM
MUTIIS BiH SIK HIXTO PO3YMI€: Y KOJKHOI JIFOAUHN CBOSI 0JIs], CBIll IIsIX, cBo€ 06 muust. [o10BHE
BifiHalTH 1 30€perTi HEMOBTOPHICTH TiMBKU TOOI MPUTAMAHHOTO TBOPYOIO CAMOBUPAsKEHHSI.

Bin ykpaiHenp He Jiviie 3a HapoKeHHAM. BiH Toil, XT0 TiboKo BiguyBae cebe yKpaiHIeM.
B ycbomy. PazoM 3 TuM HallioHaJBHUN 00’€KT y HIOr0 CyporaTHO-TpaAUIiitHOMY PO3YMiHHI €
YYIKUM 75T XYIOKHIKA. | He TITbKY TOMY, 1110 HOTO0 BiUTAKYIOTH IITy4Hi 06pasu. Bubymo-
BYIOYM CBOI Bi/[THOCHHU 3 apT-CUCTEMOTO, BJIACHOIO iCTOPIEIO 1 COTIiyMOM, BiH HE TepIIUTh MpPsi-
MOJTIHITHOCTI KOHIENTYaTbHOTO OGaveHHsT CBITY. XyMOKHUK TIEPEKOHAHHI, TI0 iCTOPIst TYT i
Ternep Ja€ HaM IAaHC BiIuyBaTH YKpaiHy KyJbTYPHUM OcepisiM cBiTy. Bin nparte spo6uTu
[IPOCTIP HAIIOTO OYTTS KPaliM 1 BBaskae, 10 IS 1[boTo He Tpeba Garato. IToTpibHO, cKa-
JKIMO, TIOTXaTH B AUTAYNN OYAUHOK 3 TUM, I1[00 BiAKPUTH Mepe/] AiThMU HEIIOBTOPHUIT CBIT
YKPalHCHKOTO MUCTEIITBA U JIOBIPUTH iM yCi TAEMHUTII TBOPUYOCTI. | Tozi mif AuTsSanMu mmo-
[JISIIaMU TIOMHOKEHUMIE Ha 1X HeOaly KicTh ocTaHe 30BCiM 1HITA PeabHICTh.

MabyTb 11e it € 3emirst ioro (a Moxke i Harmoi) Hazii? [1].

Ioro Baxxko 10 yoroch mpumycnTy. Bin HeTeprmmuii 10 (hasibImi, Moke BCTaTH i TITH Tocepet
CTIEKTAKITIO, CIPUHHSBIINT cJIaOKy crieHoTpadiio stk 0cobucTy 06pasy, HEOCTYXaTH OTIEPY, Bijl-
YyBIIM HECIIiBIIa/lIHHSA 3 BJIACHOIO ecTeTUKOoI0. Taka

MOBE/IiHKA HEMA€ HiYOTro CIJIBHOTO 31 cHOGisMoM. Bin

yMi€ TIOUyTH i MOOGAYNTH, ajie TKOCh 1o cBoeMy. I1pu- [1]. Braropiiinmit mpoext «Bimmit apkymr.

HaIMHI, BayKKO IPUTraiaTh BUIIAIOK, 100 BIH HEKPU-
TUYHO CKOPUCTABCS YUEIOCH TTOPajI0t0. Bil mparte Bce
MTPOITYCTUTH Y€pe3 BJIACHY CBIIOMICTb. V1 Hikosm He
6OIThCST OIIMHUTHCS B TIOJIOHI CYMHIBY, IO JI03BOJISIE
ffomMy 6yTH BUTBHOIO OCOOHCTICTIO.

¥ Ko:xHOTO Yacy cBOi TPUKMETH, CBill HETIOBTOPHUN
etoc. [Tozamy sanmmmack enroxa Mozepny 3 ii izieeto

Tporpecy, TSUKIHHAM J10 MOHOJIOTY, BEJINKNMU 3a-

8

[TposiBaiennsi» 6yB peasnizoBaHuil

[Terpom Ber3oro crisnbio 3 Onexkcangapom
JKusorkosum Ta Jlioamunoro TapOys

3a CIIPUSIHHS KYJIBTYPHOI IIporpaMu

«IIpo lenpBertis». Bin Bkiouas neparorivmi
MaicTep-KJIach Xy 0’KHUKIB IPOTATOM
2008 poxy y auTsIgoMy OyANHKY

cesra KomapiBka, 1o va YepwiriBinumi,

Ta BUCTaBKM TBOPIB ZliTeil y ramepel

«lim Mukosn» y Kuesi ta Mysei cyuac-
noro mucrenrsa «IlmactApr» y Uepnirosi.



ALL HAPPENS FOR THE FIRST TIME
/TO COMPREHEND THE ART OF PETRO BEVZA /

VOLODYMYR GORBATENKO

Because of being the real creator, Ukrainian artist Petro Bevza does not lose the
inner feeling of his individuality, his mission if not to save the world, at least
make it kinder, cleaner, lighter. The artist is sure that history here and now gives
us a chance to perceive Ukraine as a world’s cultural center. He tries to make a
space of our living better and thinks that it needs a bit. For example, it is neces-
sary to go to an orphanage to open to children a unique world of the Ukrainian

art and to entrust them the secret of creation. And then there will be completely
another reality in children’s eyes multiplied with their interests. Perhaps there is
the Earth of his (or maybe our) hope [1]?

The searching of inconclusive essence moves Petro Bevza's art. The cult of the
newness is not the dominant for him. He tries not just to save traditions (in time
when individual styles oust it), but he increases it with all stepping-stones: he
strengthens the cultural originality to counterbalance / in opposite to monotony
of art models and to destructive standardization. The series of spiritual plots on
the homespun strips of carpet which are the symbols of the combination of every-
day and sacral, Ukrainian and nationwide, mundane and eternal, are the evidence

of this [2].

We can separate three main components of his art searching: painting, activity in
the environment and the exposition’s objects. Painting absolutely prevails in his

creative work. If we compare it with music,
we will see that Petro Bevza makes three
melodies: the birth of sound in the morning
silence, sounds being appeased and immer-
sion in evening silence, raising to the level
of choral.

The objects of his works of art are very unex-
pected: the symbolic reality of the world
(crosses, footsteps, planes, whales, islands);
the signs of transition and personal choice
(white shadow, violet night, chalky space,
nebula); “alive living of alive life” (child’s
dream, grandma’s hugs, the woman in vine-
yard, the jump of goat, the flight of bumble-
bee, birdsfalling in the summer’s evening).
The possibility of the connecting between

[1]. Charitable project “White leaf. Display-
ing” was realized by Petro Bevza in com-
mon with Oleksandr Zhyvotkov and
Ludmila Garbuz with cultural program’s
“ProHelvention” assistance. It consisted of
pedagogical workshops of artists during
2008 in a children’s home in Komarivka vil-
lage, which is near Chernigiv and the exhi-
bitions of children’s works in the “Mykola’s
home” gallery in Kyiv and Museum of Con-
temporary art “PlastArt” in Chernigiv.

[2]. The artist worked on the paintings
cycle “TSKI” and later episodically during
2011-14s. The paintings were exhibited on
personal exhibitions “TSKI. Images” in the
“Tryptych” gallery (Kyiv) and the “Nasha”
gallery (Symu) in 2013.



Ha cTopinkax 12-13

EKCITO3M LIS BUCTABKIN
‘TTETPO BEB3A. OGPA3N”

B TAAEPEI “HALLIA", 2015,
CYMMU, YKPAITHA,

pages 12-13
THE EXHIBITION “PETER BEVZA.

IMAGES” IN “OUR GALLERY”, 2015,

SUMY, UKRAINE,

B/IAHHSIMU, 1JITO31€10 YHIBEpCAJbHOCTI 3HaHb. [Ipuiinuia enoxa JOMiHYBaHHS HECTIO/TIBAHNX
MIPOSIBIB KYJIBTYPH, (hparMEeHTaPHOCTI JIIOJICHKOT CBiZIOMOCTI, iHAuBiAyamizatii. [[pmaomy cbo-
TOJIHI BCE TiCHO TePETITAEThCS B IIICHUN TyMaHiTApHUH TUCKYPC, O MOETHYE (hinocodiro,
siitepatypy i MucrentBo. XyI0KHUK IHTYITHBHO Iie BiuyBa€ i BigoGpakae y cBOIil TBOPUOCTI.
ITocepest IBOX €OX BAKKO OalaHCYBATH, SIKIIO TH CITabKuit 1yxoM. CMiIUBICTh TBOPII 110~
JIATA€ B TOMY, 11100 He 3JIUTHUCS 3 HOBUMU 00CTaBUHAME, CTBOPUTH 006pa3 CBOET 1011 i po3iri-
3HATH HaliXapaKTEePHIllli TPUKMETH BiIBe/ICHOTO oMY 4acy. 3a ITuX yMOB TBOpUicTh [leTpa
BeB3u pyxae nolryk HeoCTaTOYHUX CyTHOCTEN. Ky IbT HOBOTO J17Is1 HBOTO HE € JOMiHAHTOIO.

B uac, Koyt TpaiuIlito BUTICHSIOTh IHANBIyaabHI CTHII, BiH Iparde He jmiie 30epertu ii, a i
IPUMHOKYE BCIMA IOCTYITHUME 3acO00aMU, 3MIITHIOIOUH KYJIBTYPHY CaMOOYTHICTh Ha TIPOTH-
Bary OJJTHOMAHITHOCTI MUCTEI[PKIX MOJIeJIeN i 3ryOHill BecTepHi30BaHii cTaHAAPTA3ATTII.
CBiTueHHS IbOTO — cepis IYXOBHUX CIOKETIB Ha IOMOTKAHWX JTOPiKKAX, SK CAMBOJI T10-
€/IHaHHS TIOOYTOBOTO i CAKPaJIbHOTO, YKPATHCHKOTO i BCEHAPOIHOTO, BIYHOTO 1 3¢eMHOTO [2].

MoskHa BUIIJIUTH TPU OCHOBHI CKJIAZIOB] IOTO TBOPUMX TIOMIYKIB — KUBOIINC, [Tii B TOBKIJITL
Ta ekcrnos3uiiitHi 06’ ek, JKuBonuc € 6e3nepeyHoro JOMIHAHTOK Y HOro TBOPYOCTI. SKIIO
MOPIBHSATHU HOTO 3 My3UKO0, TO BiH HIOM YTBOPIOE TPU Pi3Hi MeJIOil: HaPOKEHHS [IePIIIo-
3BYKIB y IlepeipaHKOBIi TUII; 3aTUXAHH 3BYKIB 1 I0CTYIIOBOIO 3alypeHHs y HaJlBeuipHIo
TUTITY; TTi/IHECEHHS /10 PiBHS yPOUNCTOTO Xopamy. Po3yMiHHS HUM NTpU3HAUYEeHHS )KUBOTIUCY
neperykyeTnest 3 mosutiieio Kimoga Mone: «Bci po3amMipKOBYIOTb i IPETEHYIOTh Ha PO3YMiHHS
JKUBOIHICY, HiON HeOOXITHO po3yMiTH, KoM Tpeba TpocTo mobuTus. JKusormc — 1e BMiHHs
HAPOJIKYBaTH i IOHOCUTH 10 JiFoJiell paicTh. I BiH cTBOptoE ii hapbamu, HEITOBTOPHICTIO 110~
€/THAaHHS KOJIbOPIB — TUM, UMM BOJIOJII€ JIOCKOHAJIO.

Bin yrukae 6/mcky. Mloro kapTimm — ThMsiHe A3epKaIo, MaTiMIICeCT, y SKOMY He3MIHHO IIPO-
SBJISIETHCS TIEBHUT JICHTMOTHB, TTOB’SI3aHUT 3 Bi/IMOBIZTHUM MEPIOZIOM HOTO YKUTTS i TBOPUOCT.
Ocb 1110 TOBOPUTSH 3 11b0T0 TIpUBOLY Cepriii KpuMchKuii, SKUii yBasKHO CIIOCTEPIraB 3a €BOJIT0-
1iero MUATILSE: « CBOEPIZTHUM JIEHITMOTHBOM Y TIOJIOTHAX XYIOKHUKA € TeMA TIJISIXY, 10 TPaKTy-
€ThCS He CTiJIBKH Y TIPOCTOPOBOMY, CKIJIBKU B MeTa(hi3NIHOMY TIJIaHi, SIK 3B’SI30K CBiTiB, SIK
epexi/i BiJi 0/IHOTO CTaHy JI0 1HIIOTOo, Bift Oy TTs 10 HeOyTTst. ToMy iHOI opora 300pakaIbHO
HaraJly€ Teyilo, piuKy, sika 3riJiHO0 HapoHiil MihoJIorii MTOB’AI3y€ MEPTBUX i JKUBUX, MUHYJIE i
MaiibyTre. Jlopora Mae CMUCJ Y camiii cobi, SIKIIO B HIl € HaJIis, SIKIIIO BOHA KY/UCH Befle. B mes-
HOMY PO3YMIiHHi i came Oy TTSI JTIOANHH € TTUITXOM, iHO/I HAHZOBIITNM IIJISTXOM, TIO BEJIE IO ca-
Moro cebe. Y Tlerpa BeBsu 1oporu OB’ sI3yI0Th He TLIbKHY JIFO/Ie Ta TIo/Iii, a i cuMBOJIH Oy TS,
3HAKW, KOJIbOPH, IHOJII MAHIPH Ha I0OPOTaX MAJISAPa MPUBOASTD /10 BEJTMUE3HUX CITAJIAXiB CBITJIa
Ta MAarHETUYHOTO PO3PUBY, MONIMPEHHS TIEBHOTO KOJIBOPY, 10 CTA€ TIOBCIOAHUM> | 3].

MucTelTBo HApOKYEThCS 31 3AUBYBAHHS 1 [TPArHEHHsI TTepeiaTi 00pa3 BIACHOTO BHYTPILITHBOTO
BituyTTs1 iHImm. BrieBHEHICTS, 1110 Bee BIKE HAIMMCAHO, 3HUIIYE HAC a00 MEPETBOPIOE Ha TIPUBH-
niB. HecrioziBaHi BIZIKPUTTS Ti/ICTEPITalOTh HAC HA KOKHOMY KPOITi 1 SIKITIO MUTEIIb BOJIO/IIE 3/1aT-
HICTIO BiT4yBaTH, BiH BiJiHali/Ie BCIO KPaCy CBITYy B

SKiiich 0zHii 13 #ioro rpaneil. Bignosigno, 06’eku ioro

JKABOITACHUX TIOJIOTEH HAWHECTIO I BAHITIT: CHMBOJTIYHA
peasIbHICTD CBITY (XPeCTH, CITi/H, JIITaKh, KUTH, OCT-
POBM); BHAKHK MEPEXOJIB 1 0cOGUCTICHOTO BUOOPY (MiCT,
YOBeH, Opama); HecroiBaHi cranu nmpupozu (Gina TiHb,
KPEUISTHIH TTPOCTIP); «KUBE JKUTJIO JKIBOTO KUTTS>
(coH auTuHM, 6abycuHi 06IiMH, JKIHKA Y BUHOTPAJI-
HUKY, CTPHOOK KO3H, TIOJIT JZKMEJISI, TITAXO0IaJT JITHHOTO
Bevyopa). ¥Y CHOIJISIaHHI HOTO TIOJIOTEH MTPUTSITYE MOXK-
JIUBICTH 3B'13Ky MizK HEGOM 1 3eMJIEIO, TTPO 10 TPOMOB-
JISIOTD Oe3KiHeuHi TipCehKi Meli3aKi, IOTOKHU CBITJIA, 110
CIIA/IAI0Th 3 TP Ha J0JIMHY, Ge3KpaiiHe HeOo, TPOHU3aHEe
COHSIYHUMU TTPOMEHSIMH.

OcsITHEHHST BEJIMKAX MACUBIB TIPOCTOPY SIK 00’€KTa
BHCOKOTO MUCTEI[TBA TIOCTAJIO CBOEPIIHUM, HACHYE-
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[2]. XynoKHUK aKTUBHO MTPAIIOBAB HAJL K-
BorucHuM 1uKIoM «L[KI» y 2007-08 pokax i
mignine enizoauuno y 2011-14 pokax. Kap-
THHU €KCIIOHYBAJIMCh HA IEPCOHATBLHUX BH-
craBkax «ITKI. O6pasu» y rasepei Tpurrux
(Kuis) 2008 poky Ta ranepei « Hamra»
(Cymun) 2013 poky.

[3]. Cepriii Kpumcbkuii GyB aBTOpoM
TEKCTIB, O1yOIiKOBaHKUX y alib0oMax

«ITerpo Bessa. C'est moi. PeanbHictb ab-
crpakiiii» (1995) ta «Bessa. Petro Bevzas
(2005), BUIaHUX JI0 IEPCOHATIBHIX BUCTABOK
xyfoxnuka y HarionaibHOMY Xy0:KHBOMY
My3ei YKpaiHu.



TEOAO3IA. AOLLL 2003,
MOAOTHO, OAIS, 160X169,5 CM

THEODOSIA. RAIN, 2003,
OIL ON CANVAS, 160x169,5 CM
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AO CBITAA. XPELLEHH A,
[MTPUCBATA BOAOAMMMPY BEB3I.
2012-13, TOAOTHO, OAIL4, 80X85 CM

TO LIGHT. BAPTISM, DEDICATION
TO VOLODYMYR BEVZA, 2012-13,
OIL ON CANVAS, 80X85 CM
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AYKA (BOMHO-SICEHELLbKII), 2008-15,
AEPEBO, AEBKAC, OALSL, 100X70 CM

LUKE /VOINO-YASENETSKY/, 2008-15,
WOOD, GESSO, OIL, 100x70 cm






CAA BIT 1994, THE GARDEN OF WIND, 1994,
[MTOAOTHO, OAILA, 100X90 CM OIL ON CAN 100x90 CM
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WORLD OF THE HEN, 1995,
OIL ON CANVAS, 225X200 CM

CBIT KYPKM, 1995,
[TOAOTHO, OAIS, 225X200 CM




EKCITO3MLLLS BUCTABKIN

“BEB3A I )KYPABEADL. MM TTPOCTO MILIAWN...
Y HALLIOHAABHOMY MYVY3EI

TAPACA LLIEBYEHKA, 2014, KMIB, YKPATHA,

EXPOSITION “BEVZA AND ZHURAVEL.
WE JUST WALKED ..."

THE NATIONAL MUSEUM

TARAS SHEVCHENKAO, 2014, KYIV, UKRAINE

HUM HECIOAiBaHUMHU 00pa3aMi, Bi0OpakeHHAM BPaskeHb XYI0KHUKa Bif MaHAPiBOK 2002—
2006 pokiB miBAeHHO-CXiAHUM y30epesksxsam Kpumy, 1o B MuHyIoMy iMeryBajiock Kimmepieto,
a HUHI HocuTh HasBy Besmka Meozocis. B iioro cepii kapTuH «Teonosii» 3 IK0Ch 0COGIMBOIO
BHYTPIITHBOIO CUJIOIO PO3KPUBCSI TAJIAHT eMOTIHOT (hikcallii MiHJIMBUX HACTPOIB MIPUPO/IH 3 ii
tymarHocTsaIMN («Tyman Ha bitok-Ennmapy», «Becuganuit tymans, « Tymannicts Mapka [la-
rayay, < Tyman Ha Topi», « TymaH 1 ropoto» ), MmapeBoM xmap («Kiik-Arnamas, «Tinb xmapus,
«Besnke cs1iiBo» ), 3aCTUIIIOI MATMOIO TPCHKIX CXUJIIB 1 BUCOKUX XpelTiB («Topar, «Bemnka
Teonozist», «Kiik-ATmamas ), Hecro/liBAHUM BTOPIHEHHSIM JKUBUX UM YSIBHUX icTOT («II1msix
IEKMeETIsT», «CTprOOK Ko31», « XaMeJIeoH» ), MJITXaMU, 110 HarayioTh BUIIHHS 1 BELYTh 0 He-
3Bimanux cBiTiB («Ilmsx na Euki-/lars, «[lopora no @eomocii», «Can crexox» ). Croris-
nafoun 1eit MetadisuaHuH JaHAmadT, MI Pa30M 3 XYI0KHUKOM ITPOXOANMO He JIHIITe
BIIKPUTHIT HAM TIJISIX IMOBIPHOTO TTOBEPHEHHS JI0 TIPUPOJIH, & F TEBHOTO MipOIO MIJISX /10 HOTO
JIMBOBIKHIX TBOPiHb, 3BAKAIOUYN Ha MACIITTAOU TIEPITOJIKEPENa i XUMEPHE TIOEAHAHHST (haKTyp-
HUX MAJIMTICECTIB, KPUCTATIYHUX KOMTIO3UIIIH, TITAaHTCHKIX (DOPMATIB Ta BiTHOCHO MaJTNX
dhopm (Ouster Cumip-TibenuHaa).

Inest cBiT/IA SIK KITIOYOBOTO €7IEMEHTA YKPAIHCHKOTO TIOBCSKIEHHS 0COOIMBO BUPA3HO Bi06-
pakaeThCs y KUBOTUCHIN cepil «KaniBebka mpotas, mpucsgueniit 200-TiTTr0 Bif 1HS Ha-
pomxenns Tapaca IlleBuenka. TyT Xyz0osKHIUKA XBUJTIOE B3AEMOITPOHUKHEHST CBIiT/IA
30BHIITHBOTO 1 CBiTJIa BHYTPIITHBOTO SIK CBOEPITHOTO CUMBOJTY JIyXOBHOI CBOOGOIM OCOGUCTO-
cti (mostotHa «Ti, XTO HeCyTh CBITIIO»>, «Apka», «HebecHa coTHst») [4]. Take baueHHs € cBOE-
PIZTHUM JIeKOYBaHHSIM HaIliOHAJIBHOI TPUPOIN YKPATHILIB 3 iX HepeaTi30BaHOI0 HAJIEKHIM
YITHOM BHYTPILITHBOIO MOTEHI[IE0, 3BePHEHOI0 B MAaliOy THE.

Brinena B paMKkax 11boro poeKTy Mi(hoTIOeTUYHA JTiHis, 10 BiIKPUBAE HAIIOMY 30PY KYJIb-
typuunii tanmmadT XXI cTomiTTs, 3HAXOMUTH CBOE MPOJIOBKEHHST Y HOBOMY MUCTEIIBKOMY
MPOEKTi «ﬁopz[aHb», y SIKOMY TIepeJi TIIsIIaueM MMOCTaloTh MeTahi3snaHi KpaeBU/IU, CIIOBHEHT
i71efi OUMIIeHHS JKIMBOTO BOIOIO, TTi/THECEHHST HEBUUEPITHOI HAPO/IHOI IYXOBHOCTI /10 PiBHS
CaKPAJIbHOTO CBITOCTIPUITHATTSI, 110 TPOTJISAAETHCS B KAaPTUHAX 13 300pakeHHAM (DOHTAHIB,
JKATTEAWHOT BUHOTPA/IHOI JIO3W UM 3ara/IKOBOTO TIEPIIOCBITY, SKUH CAITa€ CTBOPEHHS BO/I.

Xyp0KHUK — 3aBliie HeGaliy Kuii 10 mpeKkpacHoro. A

CKaXKiTh, SIKNI MUTEIb TIPOH/IE I HE TIOMITUTD KBITKY — [4]. Mucrebkiit poekT « M pocto

Ha KPaio BO/M, HaJ IPipBOIo, ocepes achanbry? ity Gy peanizoBanuii Ilerpom Bessoio
KBiTKY, K2 0/[yXOTBOPSIE HAIIE KUTTS 1 TOIA€ HaM crizbio 3 Miukosoro JKypasaem 2013 poky
TeniTHy pyKy Hazii. Tak y skurrst [lerpa bessn yBip- B 3aJ1aX YKPAiHCHKOTO IHCTUTYTY AMEPUKI
Basmch ipucu. TTobaumBIm iX 0HOTO BECHSIHOTO (Hsio-Topk, CIIIA) ta y HartionamsHomy
PaHKy 31 CPIOHUMU KparJIMHAMK POCH Ha JeTiKaTHUX Mysei Tapaca Illepuerka B Kuesi.
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YYAO CBATOIO FEOPTIA.
[MPUCBATA AABTAOPDEPY, 2013,
MOAOTHO, OAISL, 60X95 CM

THE MIRACLE OF ST. GEORGE.
DEDICATION TO ALTDOREFER,
2013, OIL ON CANVAS, 60X95 cMm

the sky and the earth, what is said about by the endless mountain landscapes, the
stream of light falling from mountains on valley and by limitless sky spitted by rays
attracts us in contemplation of his works.

The idea of the light as the main element of the Ukrainian everyday reflects in
the series “Pilgrimage to Kaniv” in honor of bicentennial of Taras Shevchenko.
The interpenetration of the out- and inside light as a symbol of the personality’s
inner freedom (“Those who bring the light”, “Arch”, “Heavenly hundred”[3])
worries artist.This vision is something like a decoding a national nature of
Ukrainians with their inner potential which is not realized rightly, which is ad-
dressed to the future.

Embodied within the limits of this project mythopoetical line (which opens our
view the cultural landscape of XXI century) continues in the new project
“Jordan”, in which we can see metaphysical sceneries filled up of the ideas of the
cleaning with the live water, the raising of the inexhaustible national spirituality
to the level of sacral perception of the world that is showed in the paintings with
fountains, vital vine or mysterious firstworld that dates from the creation

of waters.

The artist is also interested in the beautiful. Can you imagine a creator, who goes
along and does not mention the flower on the edge of water, near the precipice or
in the middle of asphalt, that flower which inspires our life and gives us a trem-
bling hand of the hope? In this way irises have bursted into Petro Bevza’s life.
When one spring morning he saw them with the drops of dew on the delicate
petals, he suddenly felt the all-embracing unity. And soon, in 2008-2009 years,
the big and small series springed up, and they surprised spectators by the unique-
symbolic vision of the nature’s awaking.

Irises in the works areas a sign of the tenderness and the timid of the life. Artist
fixes the indissolubility of the flowers’ life
and the condition of the environment. Also

he affirms the individuality of every flower, [3]. The art project “We simply were going”
sometimes by connecting its existence with was realized by Petro Bevza in together with
the life of creative personalities, with child’s ~ Mykola Zhuravel in the halls of Ukrainian
soul or even spiritual perception of the Institute in America (New York. The USA)
world of the nation. Multi-coloured outside and in National museum of Taras
impressions of the object could not mislead Shevchenko.
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KYTTAHHA V, 2011-12
[MTOAOTHO, OAIl4, 120X100 CM

BATHING V. 2011-12
OIL ON CANVAS, 120X100 c™m

MeJTFOCTKAX, BiH panToM (hi3UYHO BiJ[4yB BCEOXOTLIIOIUY €IHICTH cymioro. A HeBnoB3i, y 2008
— 2009 pokax, BUHUKJIN BeJIUKA i MaJjia cepii KapTHH, SIKi BPA3WJIH IJIsA/iaua HEOBTOPHO-CUM-
BOJITYHUM OaueHHSIM TPOOYIKEHHS TPUPOJIN.

Ipucu mocTatoTh Ha OTO MOJIOTHAX SIK CBOEPIIHNI 3HAK TEH/IITHOCTI 1 TpeneTHOCTi KuTTs. bo
K HeZlapeMHO JIJIST HOTo MOJIOAITIOTo ciHaA bormana iprcn — skuBi icToTn. XyI0:KHUK (iKCye He-
PO3PUBHICTD JKUTTS KBITiB 1 cTaHy MoBKi/IsA. [lopsin 3 inM, BiH CTBepPKY€E IHAMBIAYaTbHICTD
MaJIoi INTUHU, YXOBHUM CBITOCTIPUMHSITTSIM I1iJI0TO HAPOZLY.

[Tpu 1IbOMY HOTO He 3MOTJIa BBECTH B OMAHY 30BHIIIHs Gararob6apBHa eeKTHICTh 00’€KTa.
Bin HaMaraeThcst po3raaTii BHYTPILITHE €CTBO 1 CAMOOYTHICTD JKUTTSI KOKHOT OKPEMO B3STOT
kBiTKN. [li€t0 posrasikoro BiH yTBEP/KY€E aBTOPUTET MEPIIOTPOXIAIST i pa30M 3 THM CMIJTUBO
MIPOJIOBKYE MOTUB, KU BiAHANIILIM B pisHi uacu Pioci Kasabara, Bincent san Tor, Koz
Moue. «IToBepHiThes y KBiTH!» -- 3akankae Hac AH/piit Bosnecernchkuii Ha moyatky XXI
cromTTs. | 3 momuBOM, BUTYKYE:

Ipuc — 6esymelrb ippartioHanbHIIT?

Yu TpusyOerts HalliOHATHHITH?

He 3MOBJIsITOUNCH, THHOCSYH ipUCH 10 PIBHS BiIBEPTOI CMOBII I MOIIYKY 3ary0JIeHOl B He-
TPSX iHAycTpia/abHOl HuBiIizanii Ay, IoeT I XyI0KHUK Jal0Th HaM HIAHC [IOBEPHYTUCH 10
pUpoaH i 1o cebe.

Cy6’eKTHBHE MTPATHEHHS 10 TIOEIHAHHSI TIPUXOBAHOTO 1 PEATbHOTO, 110 TIOBCSKYAC CYPOBOIKYE
HAC Y JKHTTI, CIOHYKAE XyA0KHHUKA B HOBOMY 11K/l «VIOp/aHDb» 10 3HAKOBO-CHMBOJIIUHOTO OC-
MUCJIEHHST Oy TTs. SIK HACTII/IOK, TIepe/] HallliM 30poM Tpusy0 (3armdpoBaHUil OTIEPEHBO Y
KBITax) Terep 3'IBJSIETHCST TO Y BUTJISIZI COKOJIA, TO Y BUTJIsi Toy6a. HatoMicTh aHTesIn HeCIio-
JiBaHO HaOyBatoTh 06pasy KBiTiB. Bpaskaouoro € riimbuHa KOJIbOPY B IIEHTPaJIbHIIT KapTHHI 3a-
3HAYEHOTO TTUKJTY, 10 BUSBJISETHCS B OPrAaHIYHOMY TOPKECTBI CHHBOTO i JKOBTOTO KOJIbOPIB, SIKi
MOENHYIOTH HEOCSIKHICTD Heba, YMCTOTY i IINGUHY JKUBOT BOMIH, STKA OCBSTIYE €CTBO OTIOBUTUX
BUHOI'PAZHOIO JIO30I0 II0CTATEI, 1110 HiOM 31N 10 HAC i3 HAPOJAHUX IKOH.

Jlii y IOBKiJLI TIOCTAIOTh OKPECTIEHHSIM CBOEPIZTHOTO «KOJIa CITiB-OyTTsT» [7Ist TIEBHOTO 06 €KTa,
TTPUBHECEHOTO XyZ0KHIKOM y IPUPO/IHE cepenoBuiiie. BiH MalicTepHO 1 OpraHiyHO BUKOPUCTO-
BYE CUTYyaTUBHY MOBY JIOBKIJIJIS SIK €JleMeHTa PO3KPUTTST HEBUUEPITHOTO KOMYHIKaTUBHOTO TI0-
TeHIiamy. «/{0BKiJuIs He IOTpebye CTOPOHHIX i/1eil, — BBajka€ XyA0KHUK. — MeToro €
IIPOSIBUTH Ti, 110 ICHYIOTh HABKOJIO 1 33/1af0Th CEHC Oy TTIO». Y HOro 00’'€KTaxX MPOCTiIKOBYEThCS
IIPATHeHHSI /10 OI0IAHHS AHTPOIIOIEHTPUIMY B CTABJICHHI 710 PUPO/I. VI0ro MucTerTo ne
ITPOCTO /IA€ MOXKJINBICTD BITI3HATH HAM y>Ke BiloMe, BOHO BiJIKPUBAE JIJIs HAC HE3Bi/IaHi TaEM-
HUIII TPUPOJIN, BUMTH Hac GaumTtu cBit inakiie, [Tpu ibomy ITerpo BeBsa mepeBaskHO mpallioe i3
3HaKaMU I1epexo/iB, Kl 03HaYalOTh 3MiHYy CTaHiB )KUBOI'O KUTT, 1110 OTOUYE JIOAUHY i iciye
He3aJIeKHO BijL i OaKaHHsI, BIICYTHOCTI YU BTOPTHEHHSL. Y IIbOMY KOHTEKCTI MUCTEIITBO3HA-
Bettb Muxkosra Ckuba coryiHo 3ayBakye: « Ko Xy1o:KHUK BJAIITOBYE /il B TOBKLJLI, BiH Ie-
PETBOPIOE HABKOJIMIITHE CEPeIOBUIIE B €IMHUN Xy/I05KHIN TIPOCTIP, /Ie BCe MPAITIOE K CKIaI0B1
TBOPY. [IpUBHECEHUN XYI0KHUKOM 00’€KT IMOCHJIFOE PEAIBHUI CBIT, Ia€ HOMY MOKJIMBICTh
MIPOSIBUTHU CBOIO CYTHICTb. [1OTIyK CITiThHOT MOBY 3 IOBKIJIJISIM, BUXiJl 32 30HY KOH(TIKTiB
«IIPUPOJIA — TEXHOIMBLIIZAIIISA» APYE BIIKPUTTS] HOBUX Y 3a0yTHX ILISIXIB CIIIBTBOPYOCTI 3
IIPUPOJOIO, CYTOJIOCHUX 3BYYalb KPeaTUBHUX eHepriii».

[Topsiz 3 peanizalli€ro HEMOBTOPHUX il i 06’ekTiB y moBkimi («Himbu nepes», «KomyHika-
TUBHUU KOPUAOP», «JIubinb», «Kpeiiasumuii uacs, «Ictoras, «Toi, 110 3MiHIOE mKipy», «Co-
HSTYHUH [ITax» Ta iH.) XyI0KHUK yciMa TOCTYITHUMU HOMY 3ac00aMU yTBEPIKYE YKPATHChKe
MUCTEITBO JOBKIJIJISI SIK HOBUH HAMPSIM CTBOPEHHS XYI0KHIX 00pas3iB MPUPOIHIMHU 3aC0-
Gamu. Y mepeMOoBi 10 peasizoBaHoro HUM pazoM 3 [aHHOM0 [i10poIo XyI0KHBOTO aTb6OMY
«Mucrentso noBKist. Ykpaina 1989 — 2010» Bin 3asHauae: «Mu 6aunMo CBO€ 3aBIaHHS Yy
CTBOPEHHI 00pasiB i3 MiHIMAJIbHIM BTPYYAHHSIM Y JOBKIJLJISL, IEPEBaKHO 3 BUKOPUCTAHHSIIM
MIPUPOHNX MaTepiasiB. Beyreped maHiBHOMY Ha ChOTO/[HI B HAIIOMY CYCITLIBCTBI KyJIBTOBI
CITO’KMBAHHS, MACTEIITBO JOBKIJIS Mac Ha MeTi aKTUBI3aIiio CBIIOMOCTI ocobucToCTel i 3a-
OXOUEHHSI CIIPUMHSTTS Ta PO3YMIHHS JOBKIJIJIS, i/1el Ta JIIoeH SK €MHOTO IiIJI0TO>.
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KYTTAHHA, 1998
IMOAOTHO, OAlA,
230X175 ™M

BATHING. 1998
OIL ON CANVAS,
230X175 Cm

ITAPMOK. OCTPIB, 2012-13
[MOAOTHO, OAI4, 200X100 CM

PARIS. SITE. 2012-13
OIL ON CANVAS, 200X100 cm




IPUNC -2, 2014, IRIS - 2, 2014,
[MOAOTHO, OAILS, 140X130 CM OIL ON CANVAS, 140x130 CM




HOTA CYAbBMN, 2010, FOOT OF DESTIN
MOAOTHO, OALS, 225X200 CM OIL ON CANVAS




MOBYAHHSIL. 13 LIMKAY “YKPATHI3MW",
2004, [TOAOTHO, ®OTO, 600X80 CM

SILENCE. FROM THE SERIES "UKRAINISMS"

2014, PHOTO ON CANVAS, 140x130 CM

Ha cropinkax 28-29

[TETPO BEB3A

TA OAEKCIN AUTBMHEHKO
ANBIAD. 2001. AlS1 Y AOBKIAAI
KMIB, YKPATHA

pages 28-29

PETRO BEVZA

& OLEKSIY LYTVYNENKO
LYBID

1997, ACTION IN

THE ENVIRONMENT

KYIV, UKRAINE

3HauHy poJib y TBOpuyoMy nomyky Ilerpa Bessu Bigirpaiors excriosuniiini o6’exru. Bin Bi-
PUTD Y 3/IaTHICTh MUCTEITBA 3MIHIOBATH CTABJIEHHS /10 peajbHOCTI. | 11e HalirosoBHi1Ie.
Dopma Mae BupillaibHe 3HaAYeHHs Y BifoOpaKeHHi Bi[4yTTs PeajibHOCTI il TOTO, 1110 IPUXO0-
BaHe BiJl JTIOJICHKOTO CIIPUUHATTS. 3/1iliCHEHHS OYiKyBaHOTO, IEPEKOHAHICTH Y HEBUANMOMY
— caMe Tak BU3HAUYMB MOHATTS «Bipay anoctou [1aBsio. 3Buyaiino, HaM HiKOJIM He BAACTHCS

po3TaziaTé TaiHy eCTETUIHOTO, aJie 1e aK HigK He BUKJTIOUAE MONTYKN TUX CyTHOCTEH, IKi 3po-
OUJIN 1110 TAEMHMIIO MOKIMBOIO. Tak, 3agyMane HUM AiiicTBO «CodiiiHi cuMBoIU OYTTS», 1110
BiftOytocst y BuCTaBKOBil 3aii «XmiOHst» Ha Tu1i 3acHizkeroi Codil B ii vapiBHOMY HajBewipi,
PO3BisLIo Mi( TIPO Te, 1110 AOCTPAKTHE MUCTEITBO HEe MOKE Oy TH IIPUCYTHIM Y CBITIM
micii[5]. Boictuny, yce BinOyBaerbest Briepiie! «PeasbHicTs abeTpakiii» — y 1iil crosigysa-
Hill HUM (OpMYJIi HAITO1IBII TOBHO PO3KPUBAETHCS MOHATTS COMIRNHOCTI, KOJIM KOKHA Pid,
KOXKHE gBUIIIE, KOKHA iCTOTA MOJKYTh CTATH CUMBOJIOM, OCBIUYEHUM ITPOHUKHEHHSM [0 TJIU-
6I/IH BUIMIMOTO i HEBU/IMIMOTO. Ictunne MHUCTENTBO BUHNKAE B KOPIOHHUX CI/ITyaHiHX, Ha 11e-
pexozax Bij ofHi€l peaabHOCTI 10 iH1I0I 200 Bij| peaabHOro 10 ippeaibHOro.

TToBEPTAIOUNCE /10 MUCTEILKOTO IPOeKTy «Mlopanbs, 0cobIMBY yBATy BAPTO MPUBEPHYTH /0
nukiy «Bunorpaana moza. Domus Aureas, Ha KapTUHAX SKOTO B JKUTTENANHUX POCTOUYKAX, 110
OTIOBUBAIOTD CBIT, 3AIAIITAIOYN Ha 3eMJTi CYTITUM HAJIi10 Ha BiYHE BiIPOKEHHS, TPOTJISIAETHCS
HEBi/l €MHWUIA Bijl XapaKTepy YKpaiHCbKOro OyTTst 06pas ikoHU «XPHUCTOC — BUHOTPAJHA JI03a».
XpUCTUSTHCbKA TPAMIIiS HALINIIA BUHOTPA/HY JIO3Y Mi(hidHOIO CUJIOI0, 3/[aTHOIO JI0 CIIACIHHS,
3ITiIJICHHS, BiIPOKEHH, ocaTHEeHHS icTuHuU. [1i1 mensiem XyIoKHUKA BUHOTPAIHA JIO3a IIOCTAE
JKUBOIO I BOZTHOYAC CAKPATTI30BAHOIO HEITOBTOPHOIO KOJIOPUCTUKOIO JKMBOITMCHOTO BTIiIEHHS, 110
[eperyKyeThes 3 il 6araToBiKoBUME 300pasKeHHAMK Ha iIKOHAX 1 (ppecKax, MOKIMKAHUX CTBEP/I-

JKyBaTH iICTUHHICTD BUYeHHSI XPUCTA, IKOMY, 3Ti/HO lo-
aHHY, HaJIeXKaTh CJI0Ba: <51 € TIpaB/Ba BUHOTPA/IMHA, a
Orerp Miii — Bunorpazaps.

Y XynoXHbOMY TIPOEKTI « YKpainizmu. Bizyanbauii
CJIOBHUK», [TeTpo BeB3a namaraernhca cTBOpUTHU
cBOEpiAHUIT 00pasHuil Te3aypyc. BukopucroByoun
Mariyte A3epKajio yKpaiHcbKux Mi(is, 1110 Bigobpa-
JKAIOTh BEPTUKAJIbHI, apXeTUTIATbHI CYyTHOCTI («Biv-
HOTO MMOBEPHEHHSA >, IOMIHYBaHHS
€MOI[iTHO-eCTeTUYHOT0, HEPO3PUBHOCTI MPUPON 1
TEKCTY, MOHAJTHOCTI OYTTsI, 3BEJINYEHHS JI0JI Ta iH.),
XYZO0KHUK J€MOHCTPYE CIIiBCTaB/AeH] y 0AHIl poboTi
MaHOPaMHUI KPAaEBHU/I KOHKPETHOTO MicIst 1 06pas,
10 MA€E CJAYTYBATU KOJOM JIJIS CIIPUNHSATTS 3asBJIe-
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[5]- Mucrerpkmii mpoext «Codifini crm-
BoJIM GyTTs1» OyB peasizosanuii [Terpom Be-
B3010 cHiIbHO 3 Bosogumupom Topbarernkom
y 2000-01 pokax y BHCTaBKOBill 3ai
«Xni6usa»> HaltioHabHOTO 3a110BiIHIKA
«Codis Kuisebkar. Bugano anbp6oMm i3 Teke-
toMm Ceprist Kpumcbkoro Ta pernpoaykitisiMmu
eKCIO3UIIIHHUX 00’€KTiB, CKYJIBIITYPHU Ta Kap-
TUH XyJIOKHUKIB, yYaCHUKIB BUCTABKU: Mu-
ko Masmmka, [Terpa Besau, Mukosmin
JKypasst, Hinwm [lenucosoi, Osexcis JIntsu-
nenka, Aujpist [ypenka, Osera Disst ta Oxk-

canr MaJIiiinko.



the artist. He tries to unriddle the inner nature and the originality of every
flower. Thanks to the solution he strengthens the authority of the innovator and
also bravely continues the motive, which was invented by Vincent van Gogh,
Claude Monet.

Subjective aspiration for connecting the inmost and the real, which accompany
us during the life, enforce the artist to signed-symbolic comprehending of being
in the new cycle “The descent of the Holy Spirit”. As a result, we can see the tri-
dent (encoded in the flowers before) as a falcon or as a dove. But angels become
doves. The exciting depth of colour in the central painting of this cycle becomes
apparent in fundamental unity of blue and yellow colours, which combines the
vastness of the sky, cleanness and the depth of vivid water that sanctify the na-
ture of enwinded with the vine stature which, as through, descended to us from
national icons.

The artist uses the situational language of environment skillfully and fundamen-
tally as an element of the opening of the inexhaustible communicative potential.
He thinks that surroundings do not need outside ideas. Our aim is to display
those ones, which exist around us and attach the sense of our being. The aspira-
tion for the overcoming of anthropocentrism in attitude to the nature retraces in
his objects. Using all possible instruments the artist consolidates Ukrainian land-
art as a new style of the creation of images by the natural means.

Expositional objects play a very important role in Petro Bevza’s creative
searches. He believes in the art’s ability to change an attitude to the reality.
And it is the most important. The form has a decisive significance in the reflec-
tion of the reality and of that is inmost from the human perception.

Apostle Paul defined the conception of the faith as a realization of the expected
and the assurance in the invisible.

Of course, we will never solve the secret of the aesthetic, but it does not expel the
searches of those essences, which have made this secret possible. So, the events
contemplated by him, which happened in the exhibition hall “Khlibnya” (against
a snowy background with St. Sophia Cathedral), has shattered a myth that the
abstract art cannot be situated in the holy place [4].

Reverting to the art project “Jordan”, we have to pay attention to the cycle
“Domus Aurea”, on which works inalienable from the character of Ukrainian
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BIAA TIHb. 1997

AlSLY AOBKIAAI
BAPBA, YKPATHA

WHITE SHADOW. 1997
ACTION

IN THE ENVIRONMENT
VARVA, UKRAINE

Hoi Temu. Y doTocepisix Bin He (POTOXYIOKHUK, a HAacaMIlepe]l TBOPELlb, SIKUii BAKOPUCTO-
By€ cyuacti 3acobu dikcariil kuTTs i npupoau. TyT MU HeCIoAiBaHO 3HANAEMO: MOBYAHHS
3UMOBOTO Ieii3aKy, 110 CUMBOJI3Y€E 0HY i3 hopM yOesedeHHs JI0AUHI Bij HOTOMOIYHIX
CHJT; MYJIPOTO POJIOHAYATBHUKA 3 OOJUYUSIM, HA IKOMY JIMIIUJIACH CTEPHS, [0 OYIKYE CHITrY
i HOBOI ciBOU; BeCHsIHE 110JIe, OCBSYEHE BariTHOIO KIHKOIO; aX K MEXKY, 1[0 PO3/LIAE BEPX
(1€e60) i Hu3 (cBIT JI0A€ei); HpULIIIIIeHe 10 AepeBa GoTo 3arubiol xKinku B Bukishi; caigu
Ha CHITY SIK CUMBOJI TPUCYTHOCTI JITOIMHU.

XyI0KHUK IEMOHCTPYE IMBOBUKHE BMIHHS TIPAIIOBATH 3 PisHUMM MaTepiasamu. /[onejaBHa
31aBasiocs (3 OISy Ha KiJIbKICTD peaslisoBaHuX 00’€KTiB), 0 BiH € Ha3aBK/I1 BiaHUM IIPU-
XUJIbHUKOM JiepeBa. OHak BiikpuTi oHovacHo Harpukiniii 2012 poky /iBi BUCTaBKU BUSIBUIIN
Pi3HI MOTIOCK TBOPYOCTI I MIMPOKNIA /liania30H MOKIUBOCcTelr MuTI. [lopsiz 3 mpezcTaBiennM y
My3ei 1eKOPaTHBHOTO 1 MPUKJIAJHOTO MUCTEIITBA €PEB STHUM 00’'EKTOM, BiH pa3oM 31 CBOIM J1aB-
Him opnoaymiteM OJiekcieM JIMTBUHEHKOM BUCTABUB Ha CY/I IJisiiada y «MucCTelbkomMy apce-
Hasti» ipoekT «IIpoctopu TskinHA. TpaBasy, /e 3aCTOCOBAHO MeTasleBi KOHCTPYKILT, Ki e(heKTHO
HepeiatoTh 301IbIeHy B 6araTo pasiB 000JIOHKY TPaBU SIK CBOEPIIHUN CHMBOJI OJJHOYACHOTO
JIMCTAHIIIIOBAHS JIIO/IMHY 1 TIPUPOAIN Ta TIPATHEHHS Bi/IHAWTH HOBI MOKJIMBOCTI /171 TTOBEPHEHHST
JIO TIPUPOIHUX (DOPM TapMOHIT, B3AEMOIIT JIIOJIMHY 1 IOBKI/LJISE Ha 371ami THCSIOUITE [6]. O6exT
OPraHiYHO JOMOBHIOITH 3BYKH, 1110 TIepe/laloTh Iiepex TPaBH, Ta MiHJIMBA CBITJIOBA ITPOEKITis Ha
cTini, sika opMye 11103110 11 ITpOpOCTaHHS il KOJTMBAH-
HAIMU BITPY Tepesiac ii :kuBe ecTBO. TiHi Bii METaIeBUX
000JIOHOK TIOMHOKYIOTH 300pasKEHHS 1 CUIIOI0 YABY
BUBOJISATH 00’€KT Ha IMIUPOKI IPOCTOPH, 11032 TOBCTI ra-
Jiepeiini MypH. 3pernToro, PUXHUIBHICTD /10 MeTay He bessoro crinbho 3 Osexciem JIutsunenkoM y
€ abCOJTIOTHOIO HOBAIIIETO JIJIST XYI0KHUKA, SIKIIO [TPHU- 2013-14 poxax na Mepmiii Kuiscoriii Gie-
rajiatv Jiii B 10BKULI Kinis 90-X pokiB, /ie Bidyasib-
HUMU 00 €KTaMU BUCTYIIAJIN JIOBOEHHA TpabapKa st
3rpibanHs cina it comomu («Bisa TiHb» ) Ta 60POHU JJIsT
posnyiysanns semu («Bosxke, Goporn») [7].

[6]. Mucrenbkuii mpoekt «IIpoctopu Ts-
skinst. Tpasay OyB peasizoBanuii [Terpom

Hajle Cy4acHOTO MHCTEITBA «ApCceHase» Tay
Mysei cyuacHoro mucrentsa «IlmactAprs y

UepHirosi.

. ) [7]. Buepuie Tepmin «1ii B 10BKiLI> OyB
[Torpu posmairTst 3aco0iB, MOMIYKH XYI0KHUKA B

Pi3HUX JIJITHKAX MUCTEITBA CKJIAJIAI0Th €/[NHE TTiJe 3
BJIACTUBUMU oMy hanTaziiiHicTio (irpoBUM PO3BUT-
KoM (bopMU 31 30€peKEeHHSIM JyXOBHOTO 3MICTY) Ta

KOHTEKCTyaIbHICTIO (1110 3aCBiIYE, 30KpeMa, Hallio-
HaJbHY CaMOiIeHTU(DIKAIIIO XYOKHIUKA) SK BAKIIM-
BUMU eJIeMEHTaMU Cy4YaCHOTO MOCTMOIEPHICTCHKOTO
CBITOCTIPUIHATTSL. Y HBOTO € BCe, 1[0 30arauye BHYT-

pxxutuii [lerpom bes3oio 1t o3navens
CTBOPEHHST eKCIIO3UIIIHHOTO 06'€KTY Ta T1ep-
(opmancy «bina Tinb», pearizoBanoro
crisipHo 3 Outekciem JIutBunenkom, Bosoau-
mupom Top6arerkom, Codieio IBarenko, Bo-
somumupoM ta borpanom Bessamu, Osbroio
ta Cepriem Topbarenkamu ra Deoperko-

BoMy XyTOpi y Bapgi, o na UepwiriBmmi.
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TTEPEXIA. 1997
ALSLY AOBKIAAL
KPIOKIBLLLMHA, VKPATHA

TRANSITION. 1997
ACTION

IN THE ENVIRONMENT
VARVA, UKRAINE

being icon’s image “Christ the vine”, that appears in the life giving sprouts, which
wind around the world leaving the hope for an eternal revival.

Christian tradition has imparted the vine with a mythical strength capable of the
salvation, the revival, the comprehending of the truth. The vine arises by the
alive but become sacral original colouring of the art personification, which calls
one another with its centuries-old images on icons and frescos called for consoli-
dation the Christ’s doctrine, whose words (according to IToann) are: “T am the
true grape and My Father is Vinegrower.”

Petro Bevza tries to create a singular figurative thesaurus in the art project
“Ukrainisms. Virtual vocabulary”. Using the magic mirror of Ukrainian myths,
which display vertical archetypical essentials (“eternal coming back”,

the dominance of emotional-aesthetical, indissolubility of the nature and

the text, individualization of being, glorification of the destiny etc.) the artist
demonstrates the panoramic landscape of the concrete place and the image
(which has to be a code for the perception of stated theme) confronted in

one work.

The artist demonstrates the unusual skills working with different materials.
Until quite recently it was considered (because of the amount of the realized
objects) that he is tree’s faithful adherent.

But opened at the same time

in the end of 2012 two exhibitions have dis- [4]. The art project “Sophistic symbols
played different poles of art and of being” was realized by Petro Bevza to-
a wide range of artist’s possibilities. Near gether with Volodymyr Gorbatenko in
the object, presented in Museum of 2000-01s in the exhibition hall “Khlibnya”
Decorative arts, he (with the upholder in the national preserve

Oleksiy Lytvynenko) exhibited in “St. Sophia Cathedral in Kyiv”.

“Art Arsenal” project “Spaces of gravity. The published album has the text

Grass”, where they used metal constructions  of Serhiy Krymsky, the reproductions
which effectively show a capsule of the grass  of exposition’s objects, the sculptures

increased in many times as a symbol of si- and the paintings of the artists, participants
multaneous people’s and nature’s distancing  of the exhibition: Mykola Malyshko,

and aspiration for searching new possibili- Petro Bevza, Mykola Zhuravel,

ties for coming back to natural forms of har- Nina Denysova, Oleksiy Lytvynenko,
mony, interaction of people and AndriyGurenko, Oleg Fil and Oksana
environment at the turn of the millen- Malyshko.
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METPO BEB3A TA OAEKCIN AUTBMHEHKO.

OVIDIUS. MUCTELLbKM M APCEHAA, 2012.
KMIB, YKPATHA
PETRO BEVZA & OLEKSIY LYTVYNENKO

DIUS. M TSKY ARSENAL
2012, KYIV, UKRAINE

[TETPO BEB3A TA OAEKCIN AUTBUMHEHKO. [TPOCTOPU TSKIHHS.
TPABA. MY3EM CYYACHOTO MUCTELITBA “TIAACT-APT
2015, YEPHITIB, YKPATHA

PETRO BEVZA & OLEKSIY LYTVYNENKO,
SPACE OF GRAVITY / GRASS. MUSEUM OF CONTEMPORARY ART
"PLAST-ART", 2015, CHERNIHIV, UKRAINE
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EKCITO3MLLIA BUCTABKU
“IETPO BEB3A. ANNO DOMINI"
VY KAPACb TAAEPEI

2014, KMIB, YKPATHA

EXPOSITION

“PETRO BEVZA. ANNO DOMINI"
KARAS GALLERY

2015, KYIV, UKRAINE

PILIHIN CBIT, MAHOCKHTH eMolliiiHe kuTTs. Ha cBoiX 1mosoTHaX, y BidyalbHUX 00 €KTax Ta 3a-
(ikcoBaHUX IHCTATAIIAMKI 06pa3ax i MUTTEBOCTSX BiH OUMINAE 3€MIIIO Bijl BUIIAJKOBOIO,
IPYropsiaHOTo. Moske 3Bizcu OaskaHHS HATIOITH JPKEPETbHOIO BOIOK0 3aTHCHYTY B KaM sTHUI
Mitok JIn6Gigp. I mouyTu miaromuii roroc Hinu MatsieHko.

Bopa, sk cuMBoOJI cIaciHHs, JKUTTEANHOT eHepTii i MUKIIYHOTO CAaMOBIZITBOPEHHS, 3'B-
nserbes ity ki «Donrtanys (1poekt «Mopaanbs ). IIpirdaoMy TyT XyI0KHIKA TPHBAGIIIOE
IMHAMIYHKUN 00pa3 PyXOMOi BOAM — K JIF0OOBI, sika GiIxKKUTh Bijl CEPIIS 10 CepIid, SIK B3acM-
HOTO TTepeTiKaHHs i7T1030pHOTO B peasibHe i HaBnaku. Came y BOjIi, 3T/IHO BUeHHST (heH TIyH,
MOKHa Haiikpalie 1obaunTy BiacHe BizoOpaskeHHst. PyxoMa s Bojia Hece B co0i aM’siTh, 1y-
XOBHY €Hepriio, HOBi kUTTeBI cuim. HeapeMHo B yKpaiHChKiTT HAPO/IHIH TpagnTlil Boja
03HAYa€ OYMIIEHHS, BOHA € CHMBOJIOM JOBIOBIYHOCTI, HOBUX TIOUYTTIB i eMOlIiil, Herepebop-
HOI cuitn. Yee 11e IIMO0KO YCBIIOMITIOE HAIl XYI0/KHUK, TIepefalour Ha TT0JI0THI HEITOBTOP-
HICTh | HECKIHYEHHICTB JiPKepeJia BChOTO JKUBOTO HA HAITI T 3eMJIi.

CripaBKHiil XyZ0KHUK 1iepedyBac y CBOEPIAHII 3MOBI 3 yABHUM ruisigadyeM. BiH — BTijieHHs Horo
cobom. [simay ITerpa Bepsu HiGM HaHOBO BiKpUBaE Aist cebe Bike BizoMe I yacTilie 3a Bce
pajiie cBOiii 3IaTHOCTI 3pO3yMITH TI0OaYeHe i 3pOOKUTH MOro OIIoPOoIo BIACHOTO icHyBaHHs. BiH He-
Haue TIepevrTyE BKe BiZloMe, PO3IUPIOIOYN Y CBOIH CBIJIOMOCTI /Iialta30H KOMYHIKaTUBHOTO TIPO-
CTOPY $IK 3aTIOPyKy MaiibyTHEOT0. FIoro MECTEITBO HAPOKYE CBATKOBE BiIUyTTS, SIKE I03BOJISE
OJ0JIATH CTPaX Tepe Ge3MeKHICTIO 1 HEell B/ IaAHICTO CBITY. PodyMiHHs iOro TBOPIB nepeadavac
TTOETHAHHST €CTETUYHMX 1 eK3UCTEHITIHIX 3YCHUJTb — BITI3HABAHHS 1 CITIBIIEPE;KNBAHHS, 110 BBO-
JUTH TJIs1/1a9a B KOHTEKCT IPH 3 BIJICYTHICTIO Harlepe/ 3aanuX rpasut. Ha 1ritt ocHosi [leTpo
Bensa BiantoBye riisijiaueBi CBOEPIIHY 3yCTPid 31 CBITOM ippeasibHOTO, SIK 31 CBITOM MOKJINBOTO.

MysuKa, BiquyTTa macTs, MihoJIorist, JToAChKi 00In4Ysd, Ha SKUX Yac 3aJIMIIUB CBIll CJIij, Cy-
TIHKH, [eii3aki X0uyTh HaM cKaszaTh ab0 TOBOPSTH Te, 1[0 MU He OBUHHI BTPATUTH. Y TJIH-
OUHHOMY PO3YMIHHI 1IbOTO SIKPa3 1 IOJISATA€ CEHC JIOACHKOTO OyTTsE. MUCTENTBO K SIK KITTS
— HaziTo bararorpaHHe ii HenepenGauyBaHe, 100 010 MOKHA OYJI0 IEPETBOPUTHU B HAPATHB.
Moske TOMY XyZOKHUK He 3Ha€ 110 BiH Oy/ie TBOPUTH 3aBTpa. BiH BUXOAUTH 3 TOTO, 1110 HEBI-
JIOM€ € HEBUUEPITHUM 1 IK OyTH Al IIKaKyTh KUTTS, OTOUEHHS, TOBKiJLI, iHTYiIis. Y
oMy cenci ITerpo Bessa momiGHMI 10 HOZOPOKHBOTO, SIKHIT 1e He TOOaYMBII MOPST BiKE
BimuyBae iforo nmoaux y ¢Boiii kposi. Ha i1oro 1yMKy, B KOKHOMY 3 HAC € 4YacTouKa OosKe-
cTBEHHOTO. KM Oyze 1ieil ¢BiT Ternep i B Mailhy THbOMY 3HaUHOIO MipOIO 3aJI€XKKTh Bijl HAC.
Mu ;xuBeMO Ha 11iif 3eMJTi BIiepIiie i MOKeMO MTOMUJISITUCS. AJle MU JKUBEMO BOCTAHHE, & TOMY
He MaeMO IIpaBa 3MapHyBaTH Te, 1[0 CTBOPEHO He HaMU. YCIM KUTTs Ja€ Bee, TLIbKU OiJib-
ITiCTB JITOJIEH TIPO 11e He 3HAIOTh.

BIH 3HAE€!
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DOMUS IX, 2015,
[MOAOTHO, OALS, 90X85 Cm
OIL ON CANVAS

nium|[5]. Sounds, which show the rustle of grass, and variable light projection
that forms the illusion of its germination and shows its alive nature by wind’s
swinging, the complete object. The shadows of the metal capsules multiply im-
ages and take out the object to the wide spaces out of the gallery’s halls by the

strength of imagination. But sympathy to the metal is not an innovation for the
artist (we can remember action in the environment in the end of 90s, where pre-
war shovels for the raking of the hay and the straw (“White shadow”) and har-

rows for the mellowing of the ground (“God Forbid”)[6] were the visual objects.

Water is a symbol of the salvation, life giving energy and cycled self-reproduction

appears in the new Petro Bevza’s cycle “Fontains” (project “Jordan”).

The dynamical image of the movable water (as a love, which runs from heart

to heart, as a mutual flow of the illusive to the real and vice versa) attracts the
artist. According to the teaching of fengshui, exactly in water you can see your
image the best. But the moveable water has a memory, spiritual energy, new life
strengths. Not without reasons, the water means the cleaning in Ukrainian folk tra-
ditions, it is the symbol of a longevity, new feelings and emotions, irresistible force.
Our artist understands it and reflects in his paintings originality and endlessness

of the source of all alive on our planet.

The artist does not know, what he will create
tomorrow. He knows that the unknown is in-
exhaustible and life, surroundings, intuition
will prompt how to live. In this way Petro
Bevza is like a pilgrim, who has not seen the
sea, but already feels its breath in his blood.
In his opinion, there are parts of godlike in
everybody.

What the world will be like depends on us.
We live on the Earth for the first time, so we
can make mistakes. But we live for the last
time so we cannot waste things made before.
Life gives everything to everybody,

but most of the people do not know it.

HE KNOWS!
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[5] Art project “Spaces of gravity. Grass”
was realized by Petro Bevza together with
Oleksiy Lytvynenko in 2013-15s on the

First Kyiv biennale of the contemporary art
“Arsenale” in Tryptych Gallery, ‘Art Kyiv
Contemporary 2013” in Center of Arts
“Mystetskyi Arsenal” in Kyiv and in

the Museum of Contemporary Art “PlastArt”
in Chernigiv.

[6] The definition “actions in the environ-
ment” was firstly used by Petro Bevza to
define the creation of the exposition’s objects
and performance “White shadow” which was
realized together with Oleksiy Lytvynenko,
Sophia Ivanenko, Volodymyr and Bohdan
Bevza, Olga and Serhiy Gorbatenko at the
Fedorenko'’s farm in Varva, Chernigiv region.



CDAKTVPI—IO BI/lPABHI BVIBVXOBI 3A KO/\bOPOM
B TOW XE YAC, HPOHMSAH& AYXOM dKOICH™
SANCTA SIMPLICITAS (AATUHELKOTO,

A HE BOTEMCBKOTO TTOXOAKEHHS),

A TIPU TIM - HECYHYACHOT O “LLIYMY I LLIAAY,
KAPTWMHWM TIETPA BEB3W BMAAIOTHCAH HAM
HAPOAKEHWMMIM THILOIO, HE TTOCTMOAEPHOIO
PEAADHICTIO, SAATHOIKO CTABUTIM BEAMKI |

FIMTAHHA, TIOAEKYAW BIATTIOBIAAT HA HUX.
OAET CMAOP-TIFBEAMHAA
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MOPAAHCBHKA BOAA XXMBA

OAET CMAOP-TIBEAMHAA

¥V Mmene 36epiraeTbest Bosia, B3sita HariposecHi 2001 p. 3 piku Mopaan. Xouere Bipre,
XOueTe Hi, Ta BOHA 1 HUHI CBIXKa.

Mosa, Biache, po Ilerpa Bessy. [Ipocto GyBae BaxKKO yTpuMaTHCst, aOU CIIOIIIAAAI0UN
10r0 HOBUH MMUCTEIIbKUH ITPOEKT, He MOTJIMBTHU 32 TeUi€lo BJACHUX acOoIlialliii: KapTUH!
YiIJISIOTH 3a skuBe. He mpocTo 3aTOPKYIOTh — 1apiaoTh, CMUKAIOTh, TPUBOKATb.
“Voprans”, Tak i HA3UBAETHCS OCTAHHII y yaci UK #oro TBOpiB. OxuH i3. Azrke mapa-
JIEJIBHO HOMY CTBOPIOBAJIUCS CTHJICTUYHO OJIN3bKI cepil, TTo3HaYeHi aBTopoM stk “Teojio-
3ii”, “Tymannocti”, “@ontann” Ta “Burorpan”.

3a Momepe/HE IeCATUITTS. MUTELb OBIB CBOIO YHIKaJIbHY I rapMOHiiiHY, aMOiBaIeHT-
HicTh. CeOTO, BiH MOKe OYTH CBITO-OPYTAILHIM, TlIEePEXaThM, TETYPIHHIUM — i KBITKOBO-
TEHIITHUM, HIPKHIM, 3aJIeiBe He CCHTUMEHTANbHNM. bomail mobisKHO 3HATOMI 3 MACBOM
OTO TBOPYOCTi 3PO3yMIIOTh, TIPO IO WAETHCS.

Hosgi cepii — nuxsm, BiAKpuBaioTh “HOBoro BeB3y”, AKuii yKe B KOHTEKCTi OJTHOTO 3a/[yMy
HOEIHYE, 31aBajiocs 0, Henoeanysane. J{yxke npocto 6yjio 6 OKpecauTH TeMaTUKY iX K
c1poOy 11epeoCMUCIEHHS PAHHBOXPUCTUSIHCOKUX apXETUIIB — TeM Ta peasiiid, iki Kpucra-
JIBYBAJIMCS 32 YMOB [0BOJIL JKOPCTKUX, OE3KOMIIPOMICHUX, TEXK [10-CBOEMY IlEpeXaThX,
1110 HAKJIAJIO BiZIOMTOK Ha IXHE CHOTOHIIIHE TIyMaYeHHSI.

Ane “DonTann” HaBisIHI aHTHYHOK PEATBHICTIO CHOTOHINTHBOTO, JIUIIE BUOPA CITOT-
sagnytoro Pumy. A B ocHoBy “Bunorpamy” mokiaageHo ikoHorpadiyHnii KaHOH, KU
mobyTyBaB B yKpaiHcbKoMy ikoHomuci Brpogosxk XVII —XVIII ct. sk “Xpucroc —
BUHOIrpajHa j103a” (HebailyK1X BiJjajipecoByIo 10 KJaCUYHOI po3Bigku Jannia
[lep6akiBchbKOIO).

3 inmoro 60Ky, Pum 1o6pe mam’drae — i gae 3aMory e 3abyTu 11po 1e Horo Bisurepam
(3 inTesiekTyanis 3razaemo dinocodis Epra 3 MypaToBuM) — cBo€ apxaiyHe KOPiHHS
He JINIIIE SIK CTOJIUIl BJIQIHO—YCIIIIHOT iMIepii, asie il mouecHOro 6arbKa XpUCTH-
SHCBKOIO BIpOBYEHHS, HAaJ[Pa SKOI0 IIOPUTI KaTakoMOaMu, [IOJITI KPOBiI0O My4YeHUKIB.
A ykpaincpkuii cioxer 3 Curom Jloacbkum, 3 Tyayba SIKOTo BUTUHAIOTHCS BECeJIi Tma-
TOHH, 1110 iX CiK 30Upa€ y mOTUP, MOB JOITh SITO/IU, YCMIXHEHUIT STHTOJI — JIUIIIEe HaTerep
BUTIJISI/IA€ KA3KOBO Ta KYMe/IHO; Cy4aCHUKH iKOH CIIpUIMaJIM HOTO iHaKIIe, BUAIISIOUN
B HbOMY JKEPTOBHY JIIHIIO.

3peliToo, MOXKHA 3pO3YMITH TPiajly IUX cepiil, SIK He 3aMUCJIeHe alpiopi, Ta yepes 1e
He MEHIIl TIePEKOHIUBE 3JIUTTS TPHOX IUBLII3AIITHUX CTPYMEHIB, 00pa3HO-IHTETIEKTY-
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JORDANIAN WATER IS ALIVE

OLEH SYDOR-GIBELYNDA

In the early spring 2001, T took in the waters of the Jordan. Believe it or not, even
today, it remains fresh.

These are the words of Petro Bevza. Be prepared to be held to contemplating his new
art project, and not to swim again stone’s own associations: paintings cling to the liv-
ing. They do not simply affect —they tug, pull, and disturb. His latest series is called
Jordan. One of the last. After all, he created — stylistically — close parallel series titles
Theodosics, Fountains and Grapes.

Over the last decade, the artist brought about his uniqueness and with harmony, if
not ambivalence. In other words, it can be brutal, rough, tellurian — floral and soft,
gentle, almost sentimental. At least those familiar with his work artworks will under-
stand what I mean.Three new series — cycles, reveal the “new Bevza” which are in the
context of a plan combining the seemingly congruous and incongruous. This would
describe their themes as an attempt to rethink early Christian archetypes — themes
and realities that crystallized under conditions quite difficult, uncompromising, too,
if not cruel, which left its mark on their interpretation, today.

But Fountain sinspired by the ancient realities of today, only yesterday absorbed the
Roman. The basis of Grapes is drawn from an iconographic canon, which was common
in Ukrainian iconography from the 17th through eighteen centuries, as “Christ — the
grapevine” (indifferently addressed to classical observances of Danylo
Shcherbakivsky).

On the other hand, Rome remembers well— and allows one not forget about this with
its visitors (amongst intellectuals philosophers is mentioned of Erna of Muratov) —
its archaic roots not only in the capital of a successful all-powerful empire, but also of
the honored father of Christian doctrine, the subsoil which pitted the catacombs,
spilled with the blood of martyrs. A Ukrainian story of the Son of Man, whose the
body releases streams of juice, collected in the chalice, like milking berries, a smiling
angel — at present, looks fantastic and comical; contemporary icons perceived this dif-
ferently, highlighting within it, the sacrificial line.

After all, one can understand the triad of the series, if not designed a priori, therefore no less
the compelling confluence of three civilizations’ currents, figurative and intellectual surety
from the Middle East, Western Europe — and Ukraine, which was at the intersection of two
previous, still more abundant one’s scooping up from the first, the most archaic of sources.
However, the Roman component is obviously only a secret, implicit, of course, irrevocable.
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aspHUX pyuaiB 3 bimsbkoro Cxony, 3axignoi €Bponu ta YKkpainu, ska OIMUHUIACS HA
[epeTUHI ABOX IIONEPEeNHIX, BCe-TaKy LIeApillie 3auePIHYBIIN i3 HepUIOro, HaiibiabIi

apxaiuHoro mkepena. YriM, ROMAHCHhKa CKJIaioBa €, BOUEBU/Ib, JulIe OiAbII oTall-
HOIO, HESIBHOIO, aBJKEXK, HECKACOBHOIO.

OxHa poboTa HEBUMYILEHO IIEPETIKAE B 1HIILY — TYT CIIPaB/i TOAUTHC TiAPOAIECTOBO
“neperikae”: pO3IOBiAb PO XpelleHHs Xpucra i rypry o0paHiiB, 3ailicHeHa [BanoM
[Ipexareuero, IOMOBHIOEThCS apabeckaMu Bogorpais “Biunoro MicTa”, a cMMBOJIiKa BUHO-
rpajy-BHHA [IOBEPTAE HAC ILE A0 OAHOI €BaHTeJbChbKOI onoBiai: o muiody B Kani Farineii-
ChKiit, /ie Bosteto XpucTa Ha BUHO GYJI0 TIEPETBOPEHO MPOCTY [IKEPEIbHY BOLY —
MOKJINBO, B3ATY 3 IHIINX, JJOKaAbHimmxX (onTanis [Tasectunn (36epiraiacs  Boga

y “IllecTu KaMiHHUX BOJIOHOCAX, TIOBiJIoMJIeHO HaM €BaHresieM Bijl [BaHa).

“IlnuHHA IpUpoa... GopM poOUTH IX B TOI JKe YaC MOMEHTAMK OPraHiuHOI €AHOCTI,
B SKill BOHU He JIMIIe He CyllepedaTh OjHA OJIHIM, ajle... IXHs 0JJHAKOBA HeOOXIHICTh
i CKJIQJIA€ JKUTTS OJTHOTO T[iJI0T0”, MOBUB KOJIMCh KJIACUK HiMeIbKO1 (pistocodii
(xypcus Hat!) *.

DparmeHnT 3a parMeHToM crorJsiiaioyu oy “Teo03iit”, IPOHUKAENT y CYyTh HEKBAII-
JITBO-CYBOPOTO, SIK 3CYBY MATEPUKOBUX OPILI, MOCTYMAIBHOTO PYXY aBTOPCHKOT IYMKH,
110 WA MIIIXOM (710) BUCOKOI MTPOCTOTH 1 My/IPOI SICHOCTI, OCSITEHHS TKUX 1 He MOTJIO
CTaTUCs BMUTh, HABITh Y MUTIIsI, HAJ1JIEHOTO HellepeciyHnM TajaHToM. Bix ¢papOHux Ha-
[apyBaHb, GaKTyPHUX MaJiMIICECTIB Ta JiHeapHUX KIYOKIB — 10 KPUCTAIIYHUX KOMIIO-
BMLIH i... XMap, B AKUX PO3UUHSIOTHCSI, MOBOU BUPILIYIOTHCS, 3eMHI IIpoTUpivdst. Bix
riraHTchKUX OpPMaTiB, cama IJI/Ial[bKa IIPOTYJISTHKA Y3/I0BIK SIKHX A€ TIEBHE YSIBJIEHHS
PO MaTepito i po3Max Mepio/Kepesia — 0 BiTHOCHO MasinX hOpM, SIKi, TPU TOMY, BUTJIS-
JIAI0Th He MEHIIT MOHYMEHTAJIBHO, aHIXK Ti, 1110 iM TiepeyBasu. Bij cKIaHIo01 Mo3aiku
KOJIBOPIB, HEPIIKO TIO3HAYEHWX TY>KJIMBICTIO — 710 BUPA3HOTO AKIIEHTY OTHOTO-/[BOX, HE
BUIIAJKOM 00paHKX — 1 He BUNAAKOM HaCHYEHIIINX, aHixK 11e Mir qossoauTu codi bessa
paHiliie, /ie Ha 3MiHYy XapaKTepHiil 30JI0TaBOCTI, Haue BUTIAJIEHII 3cepeINHN 3HAKOM TIijl-
3eMHUX KaTaKJIi3MiB, IPUXO/IUTH MAJIO He IypIypHa )KUTTEPaicHicTh. He uac kapratn
cebe, KOTIUPCATHUCS B HYTPOIIAX... 4YaC YCIOKOEHH S, MIJISIXETHOI pe3uTHaIlii — Jie/[Be He
IOTIEHTayePiBCHKOTO MITHOY...

OpnHak, caMe eMOLiliHO-00pasHa HACKPI3HICTh TBOPIB BU3HAYAE IXHIO BHYTPIIIHIO Ha-
npyry. Tak, nepconaski “Vopaani”, ogepskumi 6ypXIHBOIO KeCTHKYISINIEI0, BOYEBH/b
CIIOTJISTHYTI 3 HAPOJAHUX CKYJIBITYP MPOBIHIIINHUX yKPATHCHKUX 11EPKOB, 3a B3ipellh
SKIM MOTJIY IPABUTH MUIIIHI PUMCHKI KaTepu. Bumniekana, MOB MOBa, apOCTh BUHO-
IPaHoOI JIO3K 3aCTUTAE HAJL Yatieio-hoHTaHOM, abo JK POPOCTAE 3 T YaIeBoro JoHa.
JluHaMika BiuyBaeThCs HABITh y METOAI €KCIIO3MIIIT KAPTUH HAa BUCTABI — HIOW BOHU
nepeOyBaloTh Y HECXUTHOMY PyCi, a iXHI Tepol Haue IIeperyKyoThes Mix co00lo, IIpo
IIIOCh HEBTAMOBHO CIIEPEYAIOYIICh, MOB Ha UCITYTI, Bi/l IKOTO 3aJI€KUTh KUTTS U1
CMepTh OTO yYaCHUKIB.

Amnasizytou ijieliHi BUTOKH, He iTHOPYHMO XY/I0’KHI YeCHOTH cepiii. 3a Bciel dinoco-
(dbiuHOCTI, cCaMe BOHM BU3HAYAIOTh iXHIO 3HauyLicTh. DakTypHO BUpasHi, BUOYXOBi 32
KOJILOPOM (BiJ3HAYMMO pisHOOAPBHE TJIO MOJOTEH, OKPeMi 3 IKuX 30aradyeHi eeKTom
rpy6oro 1ieTiHHs), B TOH JKe 4yac, IIpOHKM3aHi JyxoM sakoick Sancta Simplicitas (na-
TUHCBHKOTO, 2 He HOreMChKOTO IOXOKEHHS ), a [P TIM — HeCyyacHoro “urymy i majy”,
kaptunan lleTpa BeB3u BumaoThCs HAaM HAPOIKEHUMH iHIIIOIO, HE TOCTMO/IEPHOIO pe-
AJIBHICTIO, 3/1aTHOIO CTaBUTHU BeJIMKI IIMTAHHS, I0JIeKy/I1 BIIIIOBi1aTH HA HUX. A 1IpoTe
BUHUKHYTH Ili TBOPU MOTJIM CaMe B Halll 4ac, KOJIM 3HOBY MOKBAaBUINCS pediekcii Haz
BiKOBUM JIOCBi/IOM JIIO/ICTBA, 1110, 3JAETHCS, TAK i HE CIIOABUTHYB OT€ HAIIlEe JIIOJICTBO 110
SKUXOCh JIOTITPHUX BUCHOBKIB. Terep — cripaBa 3a MUTIISIMU.

Wopnanceka Bosia ;kuBa.
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One artwork naturally flows into another — here, in actuality, suitable of the hydro-
verb flows: the story of the baptism of Christ and of the cycles’ representatives, actu-
alizing John the Baptist, supplemented by arabesque waterfalls, the“Eternal City,”
and symbols of wine and grapes brings us back to one of the Gospel’s narratives: the
marriage at Cana, where Christ’s wine was transformed into a simple spring water —
perhaps from other, more local fountains of Palestine (stored water is “six-stone water
carrier”according to the Gospel of John).

“Fluid nature ... makes them simultaneously moments of an organic unity in which
they are not only contradictory, but ... their same need and makes life a whole,” stated
the ever-classic German philosopher (my italics)*.

And now, when observing “Theodosics” fragment by fragment, one penetrates into
the essence of slow and strict advancing movement of the artist’s thought that
moves like a slide of continental lumps and has gone the way to the high simplicity
and wise clearness. They could not be comprehended momentarily, even if the
artist had been outstandingly talented. They move from layers of paints, texture
palimpsests and linear clews to crystal compositions and... clouds, where the earth
contradictions are dissolved, as if resolved. (Have you noticed that the figures are
missing on the pictures, though the micro cosmos of a tiny bumblebee is propor-
tionate to the macro cosmos of the golden mountain?).

From giant formats to relatively small forms, which at the same time do not look
less monumental than the preceding ones, though even a little tour along those
huge pictures gives a certain idea of the substance and the scope of the origin.
From the most complex mosaics of colours, which are sometimes marked with
melancholy, to the expressive accent of one-two colours, which are not chosen ran-
domly or less saturated, than Bevza could afford before, at least in the framework of
Teodozii series. The typical goldish paints, as if burnt from inside with under-
ground cataclysms, have been replaced with the almost purple cheerfulness of life
and ultramarine of an instantaneous discernment. It is not the time to reprobate or
go in for self-analysis ... it is the time for peace and generous resignation of almost
Schopenhauer scope... a landscape after a battle or a storm.

Emotionally-shaped piercing determines the works’inherent tensions. Yes, the char-
acters in Jordanare obsessed with violent gestures are clearly reminiscent of folk
sculptures in provincial Ukrainian churches, a model which could have ruled the
magnificent Roman cathedral. Cherished as it is, the branch of the vine freezes over
fountain bowl or sprouts from her chalised-womb. This dynamic is felt even in the
method of displaying of the paintings when exhibited— it seems they were bound in
narrative movement, and their characters as if echoing each other, arguing about
something restless, as in a debate on the dependencies of the life and death of its
characters.

Analyzing ideological roots, less us not ignore the virtues of the art series. Philosoph-
ically, they determine their significance. Impressive yet expressive, explosive color
(note colorful background paintings, some of them enriched effectively through
coarse weave) at the same time imbued with the spirit of a Sancta Simplicitas (Latin,
instead of the Bohemian origin), while the other —the non-contemporary "noise and
brut,” the paintings of Peter Bevza look to us as born of the other, and not postmod-
ern reality, able to ask the important questions, sometimes answering them. Yet, these
works could be of our time, when again, witha renewed reflection on human experi-
ence that seems to never cast out our humanity to some reasonable conclusions. Now
the task lies—with artists.

Jordanian water is alive.
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[MTAMHHA TTPMPOAA ®OPM POBMTD IX
MOMEHTAMM OPTAHIYHOI €AHOCT]I,
B IKIM BOHW HE AMLLUE HE CYTTEPEYATH OAHA
OAHIN, AAE... IXHSI OAHAKOBA HEOBXIAHICTD
[ CKAAAAE XUTTS OAHOTO LLIAOTO.

[EOPT BIABTEAbDM OPIAPIX T'ETEAD



FLUID NATURE ... MAKES THEM
SIMULTANEOUSLY MOMENTS OF AN ORGANIC
UNITY IN WHICH THEY ARE NOT ONLY
CONTRADICTORY, BUT ... THEIR SAME NEED
AND MAKES LIFE A WHOLE.

GEORG WILHELM FRIEDRICH HEHEL






Ha cropinti 40

OITYPKA XIHKM

TTI3HIN TTEPIOA TPUTTIALCHKOI KYABTYPU
(2750 — 2 000 PP. AO P.X.).

3 PO3KOTTOK B M. 3AAILLIM KM 1970 POKY
7x3.5x2.5 CM

KOAEKLLISE BACUASL AOTTYXA /HbBIO-MOPK, CLLA/

page 40

FIGURINE OF A WOMAN

LATE PERIOD OF TRYPILIAN CULTURE
(2750-2000 B.C.).

EXCAVATED IN THE TOWN OF ZALISHCHYKY,

UKRAINE, 1970. 7x3.5x2.5 CM
COLLECTION OF VASYL LOPUKH
/NEW YORK, USA/

Ha cTopinti 43

POCHb, 2016,

IMTOAOTHO, OALS, 70x60 CM
page 43

ROS RIVER, 2016

OIL ON CANVAS, 70x60 CM

3AB’SI3b, 2016
[TOAOTHO, OALA, 30x20 CM

GERM, 2016
OIL ON CANVAS, 30x20 Cm
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DOMUS VI, 2015,
[TOAOTHO, OALA, 60x90 CM
OIL ON CANVAS

48

DOMUS AUREA [, 2015
[TOAOTHO, OALS, 75x60 CM
OIL ON CANVAS
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TYMAHHICTD BIABSAMA ThbOPHEPA,
2007, [TOAOTHO, OALS, 70x100 CMm

FOG OF WILLIAM TURNER, 2007
OIL ON CANVAS, 70x100 Cm







AO CBITAA 111. UMKA «MOPAAHDL>
2015, TTIOAOTHO, OAILA, 95x70 CM

TO LIGHT III. SERIES "JORDAN"
2015, OIL ON CANVAS, 95x70 CM
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TIHI XMAP HA TETTE-OBA
2003, [TOAOTHO, OAL, 100x280 CM

SHADOW OF CLOUDS
2003, OIL ON CANVAS, 100x280 cm
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OCTPIB V, 2011,
[TOAOTHO, OAlA, 210x120 CM

ISLAND V, 2011
OIL ON CANVAS, 210x120 CM



TYMAHHICTb BOAOLUMHA, 2007,
[TOAOTHO, OAL, 100x130 CM

FOG OF VOLOSHYN, 2007
OIL ON CANVAS, 100x130 Cm

57



Ha cropinti 60

AEKOPATMBHE 3ABEPLUEHH A
IKOHOCTACA - ITIACTABKA
[TIA «PO3ITATTA

3 T[MIPNUCTOSAYMMMN >,

KIH. XVII - TTOY. XVIII CT.
AEPEBO, PI3BbBAEHHS, TEMITEPA,
CPIBAEHH A, 30OAOYEHHS.
43x99,5x3,2 CM

KOAEKUISA HALLTOHAABHOTO
MVY3EKO YV AbBOBI

IM. AHAPES LUETITULHBKOTO
/AbBIB, YKPAIHA/

page 60

SUPPORT FOR THE CRUCIFIXION
WITH BASTANDERS

WOOD, CARWING, TEMPERA, GOLD,
SILVER, GILDING. 43x99,5x3,2 CM
COLLECTION OF THE ANDREY
SHEPTYTSKY NATIONAL MUSEUM

IN LVIV /LVIV, UKRAINE/

AO CBITAA VIIIL. LIMKA «<MOPAAHb>»
2015, TTIOAOTHO, OAI4, 50x60 CM

TO LIGHT VIII. SERIES "JORDAN"
2015, OIL ON CANVAS, 50x60 CM
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WE HAVE TO PAY ATTENTION TO THE CYCLE
“DOMUS AUREA”, ON WHICH WORKS INALIENABLE
FROM THE CHARACTER OF UKRAINIAN BEING
[CON'S IMAGE “CHRIST THE VINE’; THAT APPEARS
IN THE LIFE GIVING SPROUTS, WHICH WIND
ARQUND THE WORLD LEAVING THE HOPE FOR
AN ETERNAL REVIVAL.

CHRISTIAN TRADITION HAS IMPARTED THE VINE
WITH A MYTHICAL STRENGTH CAPABLE.OF THE
SALVATION, THE REVIVAL, THE COMPREHENDING
OF THE TRUTH. THE VINE ARISES BY THE ALIVE
BUT BECOME SACRAL ORIGINAL COLOURING

OF THE ART PERSONIFICATION.

VOLODYMYRGORBATENKO






Ha cropinti 63 / page 63
DOMUS 1V, FRAGMENT. 2015,
[TOAOTHO, OAIS, 60x90 CM
OIL ON CANVAS

[TPOTYASAHKM 3 CMHOM
1995, TOAOTHO, OAL, 80x100 CM

WALKS WITH MY SON
1995, OIL ON CANVAS, 80x100 CM
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Ha cropinti 64 / page 64
DOMUS AUREA VII, 2015
[TOAOTHO, OAI4, 75x60 CM
OIL ON CANVAS

Ha cTopiHii 65 / page 65
DOMUS IX, 2015,
[TOAOTHO, OAIZ, 100x85 CM
OIL ON CANVAS

AO CBITAA . TAM. LIMKA «MOPAAHDb>»
2015, TOAOTHO, OALA, 80x60 CM

TO LIGHT I. THERE. SERIES "JORDAN"
2015, OIL ON CANVAS, 80x60 CM
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LLIASAX HA KITK-ATAAMA
2003, [TOAOTHO, OALS, 120x445 CM

WAY TO THE KITK-ATLAMA
2003, OIL ON CANVAS, 120x445 CM
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DOMUS VII, 2015,
[TOAOTHO, OALA, 58x38 CM
OIL ON CANVAS

DOMUS 1V, 2015,
[TOAOTHO, OALA, 60x90 CM
OIL ON CANVAS
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KPAEBUNA AAA CEPTIA KPMMCLHLKOTO
2011, [TOAOTHO, OAL, 197x147 Cm

LANDSCAPE FOR SERGIY KRYMSKY
2011. OIL ON CANVAS, 197x147 CMm
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XAMEAEOH
2003, [TOAOTHO, OAL, 70x245 CM

KHAMELEON
2003. OIL ON CANVAS, 70x245 CM
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AO CBITAA IX
LIMKA «<MOPAAHb>
2015, TOAOTHO, OALA
80x60 CM

TO LIGHT IX
SERIES "JORDAN"
2015, OIL ON CANVAS
80x60 CM

DOMUS 111, 2015,
[TOAOTHO, OALA, 60x90 Cm
OIL ON CANVAS
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DOMUS AUREA 111, 2015
[TOAOTHO, OALS, 75x60 CM
OIL ON CANVAS
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CAA CTEKOK
2005, [TOAOTHO, OALA, 150x400 CM

GARDEN OF PATHS
2005. OIL ON CANVAS, 150x400 CM
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TYMAH HA TOPI
2005, [TOAOTHO, OALA, 40x50 CM

FOG ON A MOUNTAIN
2005. OIL ON CANVAS, 40x50 CM
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[1CTb 1
2015, [TOAOTHO, OAL, 160x120 CM

GUEST 1
2015. OIL ON CANVAS, 160x120 CM
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[1CTb 11
2015, [TOAOTHO, OAL, 160x120 CM

GUEST 11
2015. OIL ON CANVAS, 160x120 CM
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Ha cTopinkax 92-93

[ICTb I1I. DPATMEHT [ICTD 111

2015, TTOAOTHO, OAI, 160x120 CM 2015, TOAOTHO. OALSL, 160x120 CM
pages 92-93

GUEST 111. FRAGMENT GUEST 111

2015. OIL ON CANVAS, 160x120 CM 2015. OIL ON CANVAS, 160x120 CM
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BOAA AAS BEB3U € CMUMBOAOM CITACIHHS,
KUTTEAAMHOI EHEPTIT I LIMKAIYHOTIO
CAMOBIATBOPEHH . XYAOXHWMKA TPV BABAIOE
ANHAMIYHMWM OFPA3 PYXOMOT BOANM —

K AFOBOBI, SKA BIJXKUTDL BIA CEPLISI AO GEPLLS,
K BBAEMHOTO TTEPETIKAHHS IAKO3OPHOTO

B PEAABHE I HABITAKM. BOAA HECE B COFBI

[MAM' ST, AYXOBHY EHEPTIIO, HOBI JKUTTEBI
CUAW. HEAAPEMHO B YKPATHCHKIM HAPOAHIN
TPAAULIIT BOAA O3HAYAE OYMLLLEHH S,

BOHA € CUMBOAOM AOBIOBIYHOCTI, HOBUX
[TOYVYTTIB I EMOLLIM, HEITEPEBOPHOI CHMAMN.

BOAOANMMP TOPBATEHKO



WATER IS A SYMBOL OF THE SALVATION,

LIFE GIVING ENERGY AND CYCLED
SELF-REPRODUCTION. THE DYNAMICAL IMAGE
OF THE MOVABLE WATER (AS A LOVE, WHICH
RUNS FROM HEART TO HEART, AS A MUTUAL
FLOW OF THE ILLUSIVE TO THE REAL AND VICE
VERSA) ATTRACTS THE ARTIST. EXACTLY IN WATER
YOU CAN SEE YOUR IMAGE THE BEST. BUT THE
MOVEABLE WATER HAS A MEMORY, SPIRITUAL
ENERGY, NEW LIFE STRENGTHS.

VOLODYMYR GORBATENKO






Ha cropinti 94

HALLIMBKA HA PM3Y «[TPEOBPACKEHH 1>
XVIIT CT. HOBITOPOA-CIBEPCHKMMN.

LLIOBK, 30AOTI, CPIBHI TA LLIOBKOBI HUTKM;
<Y TTPUKPITT», «ITO KAPTI»,

OBAMYYS MAABOBAHI. 24x21 CM,

KOAEKLIIST HALLIOHAABHOTO MY3EIKO
YKPAIHCHKOTO HAPOAHOTO AEKOPATUBHOTO
MWCTELITBA /KMIB, YKPAIHA/

page 94

THE TRANSFIGURATION.
CHASUBLEFACING, NOVGOROD-SIVERSKY.
SILK, GOLD, SILVER, AND SILK THREADS;
EMBROIDERY, PAINTED FACES. 24x21 CM
COLLECTION OF NATIONAL MUSEUM

OF UKRAINIAN FOLK DECORATIVE ART
/KYIV, UKRAINE/

Ha cropinni 97 / page 97
DOMUS AUREA 'V, 2015
[TOAOTHO, OAIS, 75x60 CM
OIL ON CANVAS

AO CBITAA 1. LULMKA «MOPAAHb>»
2015, TTOAOTHO, OAILA, 130x100 CM

TO LIGHT I. SERIES "JORDAN"
2015, OIL ON CANVAS, 130x100 CM
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TYMAHHICTDL KIOEPA, 2007
[MTOAOTHO, OAIZ, 95x300 CM

FOG OF KIEFER, 2007
OIL ON CANVAS, 95x300 CM
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DOMUS 11, 201s,
[TOAOTHO, OALA, 60x90 CM
OIL ON CANVAS
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DOMUS AUREA 11, 2015
[TOAOTHO, OALA, 75x60 CM
OIL ON CANVAS






TYMAHHICTb MMXAS TPEKY
2007-15, [TOAOTHO, OAL, 80x95CM

FOG OF MIKHAY GRECU
2007-15. OIL ON CANVAS, 80x95 CM

104

MICSIYHMM KPAEBUA
2016, TTOAOTHO, OAI4, 110x100 CM

LUNAR LANDSCAPE
2016. OIL ON CANVAS, 110x100 C™m






Ha cropinkax 108-109

[ICTb IV. ®PATMEHT [ICTh IV

2015, TTOAOTHO, OAI, 160x120 CM 2015, [TOAOTHO. OALSL, 160x120 CM
pages 108-109

GUEST IV. FRAGMENT GUEST IV

2015. OIL ON CANVAS, 160x120 CM 2015. OIL ON CANVAS, 160x120 CM
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Ha cropinmi 112

E€BAHTEAICT MATBIN

CEP. XIX - T1OY. XX CT.

3AXIAHA YKPAIHA

AEPEBO, PI3bBAEHH 1, ®PAPBYBAHH A,
36,4x9,5x5,0 CM

KOAEKLLIA HALLIOHAABHOTO MVY3EIO
VKPATHCbHKOTO

HAPOAHOTO AEKOPATUBHOTO
MWCTELTBA /KMIB, YKPAIHA/.

page 112

MATTHEW THE APOSTLE

XIX - XX CENTURY.

WESTERN UKRAINE. WOOD, CARVING,
PAINTING. 36,4x9,5x5,0 CM
COLLECTION OF NATIONAL MUSEUM
OF UKRAINIAN FOLK DECORATIVE ART
MUSEUM /KYIV, UKRAINE/

DOMUS AUREA 1V, 2015
[TOAOTHO, OAL, 75x60 CM
OIL ON CANVAS
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[TEPCOHAXI “UOPAAHY", OAEPKMMI BYPXAMBOIO
KECTUKYASIUIEIO, CHOTASHYTI 3 HAPOAHMNX
CKYABIITYP TTPOBIHLIIMHUX YKPAIHCHKIMX LIEPKOB.
AMHAMIKA BIAYYBAETHCS HABITH YV METOAL
EKCITO3MLLI KAPTUH HA BUCTABLL - 3AABAAOCH,
BOHWM TIEPEEYBAIOTDH Y HECXMTHOMY PYCI, A [XHI
FEPOI HAYE M EPELYKYIOTHC S MK COBOIO, [TPO LIOCH
HEBIAMOBHO CITEPEYAIOYUCH, MOB*HA AMCITYTI,

BIA SIKOTO 3AAEXKUTDH JKUTTS I GMEPTD

MOTIoO YYACHMKIB.

. OAET CMAOP-TIBEAMHAA



THE CHARACTERS IN JORDANARE OBSESSED WITH
VIOLENT GESTURES ARE CLEARLY REMINISCENT F FOLK
SCULPTURES IN PROVINCIAL UKRAINTAN CHURCHES.
THIS DYNAMIC IS FELT EVEN IN THE METHOD OF
DISPLAYING OFTHE PAINTINGS WHEN XHIBITED = IT
SEEMS THEY WERE BOUND IN NARRATIVE MOVEMENT,
AND THEIR CHARACTAERS AS IF ECHOING EACH OTHER,
ARGUING ABOUT SOMETHING RESTLESS, AS- IN

A DEBATE ON THE DEPENDENCIES OF THE LIFE-AND

DEATH OF ITS CHARACTERS.
OLEH SYDOR-GIBELYNDA






Ha cropiuti 115 5
AO CBITAA IV. LUUKA «MOPAAHb>»
2015, TTIOAOTHO, OAlS, 60x45 CM

page 115
TO LIGHT IV. SERIES "JORDAN"
2015, OIL ON CANVAS, 60x45 CM

MOPAAH 1. UMKA «MOPAAHDb>
2015, TTIOAOTHO, OAILS, 80x60 CM

JORDAN [. SERIES "JORDAN"
2015, OIL ON CANVAS, 80x60 CM
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DOMUS VIII, 2015,
[TOAOTHO, OALA, 96x225 CM
OIL ON CANVAS
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DOMUS AUREA VII, 2015
[TOAOTHO, OAL, 75x60 CM
OIL ON CANVAS
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AO CBITAA 1I. LIMKA «MOPAAHb>»
2015, TTOAOTHO, OAIL4, 100x70 CM

TO LIGHT I1. SERIES "JORDAN"
2015, OIL ON CANVAS, 100x70 CM
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AIOBOB. BOHA,
2005, [TOAOTHO, OAIL4, 50x160 CM

LOVE. SHE
2005, OIL ON CANVAS, 50x160 CM
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AO CBITAA IV. UMKA «MOPAAHD>
2015, TTOAOTHO, OAL4l, 70x60 CM

TO LIGHT IV. SERIES "JORDAN"
2015, OIL ON CANVAS, 70x60 CM
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O3EPA
2015, TOAOTHO, OALS, 65x165 CM

LAKES
2015, OIL ON CANVAS, 65x165 CM
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Ha cropinkax 134-135

AO CBITAA VIL. LIMKA «MOPAAHD>.

OPATMEHT
2015, TTOAOTHO, OAL, 70x70 CM

pages 134-135

TO LIGHT VII. SERIES "JORDAN".
FRAGMENT

2015, OIL ON CANVAS, 70x70 CM

AO CBITAA VII. IMKA «MOPAAHb»
2015, TOAOTHO, OAIS, 70x70 CM

TO LIGHT VII. SERIES "JORDAN"
2015, OIL ON CANVAS, 70x70 CM
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BMP
2015, TOAOTHO, OALS, 65x165 CM

WHIRLPOOL
2015, OIL ON CANVAS, 65x165 CM
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AO CBITAAV
LIMKA «MOPAAHDB»
2015, [TOAOTHO, OAIA
80x60 CM

TO LIGHT V
SERIES "JORDAN"
2015, OIL ON CANVAS
80x60 CM

AO CBITAA XI. TTAMH
LIMKA «<MOPAAHDL>»
2015, TTOAOTHO, OAIA

80x60 CM

TO LIGHT XI. FLOW
SERIES "JORDAN"
2015, OIL ON CANVAS
80x60 CM







DOMUS AUREA VIII, DEDICATED N2N.
2015, [TOAOTHO, OAL, 75x60 CM
OIL ON CANVAS
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COH MAKCUMIAIAHA BOAOLLIMHA, 2003
[TOAOTHO, OAIS, 120x345 CM

SLEEP OF M. VOLOSHYN., 2003
OIL ON CANVAS, 120x345 CM
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DOMUS 1, 2015,
[TOAOTHO, OALA, 60x90 CM
OIL ON CANVAS
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MOPAAH I1. LMKA «MOPAAHb>
2015, TOAOTHO, OALA, 100x130 CM

JORDAN I1. SERIES "JORDAN"
2015, OIL ON CANVAS, 100x130 CM
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CHMHEBWP, 2016
[TOAOTHO, OALA, 60x70 CM

DOMUS V, 2015,

SYNEVYR LAKE, 2016 IMTOAOTHO, OAI, 90x60 CM
OIL ON CANVAS, 60x70 CM OIL ON CANVAS
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TYMAHHICTb AIAYHSL, 2007
MTOAOTHO, OAI, 100x120 CM

FOG OF GRANDFATHER, 2007
OIL ON CANVAS, 100x120 CM
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Ha cropinti 150

BIBALA BUAPYKYBAHA 1881 POKY
KMEBO-TIEYEPCbKMM
MOHACTUMPEM

20x15 CM i
KOAEKLLTA BOAOAMMUPA TOMAMLLIA
/HbIO-MOPK, CLLA/

page 150

HOLY BIBLE. PUBLISHED 1881
KYIV-PECHERSK MONASTERY
8X6 INCHES

COLLECTION OF WALTER G. HOYDYSH
/NEW YORK, USA/

Ha cTopiHi 153

AO CBITAA. TICEA-MOPAAH.
3YCTPIY, ®PATMEHT. 2012-16,
[TOAOTHO, OAIZ, 85X100 CM

page 153

TO LIGHT. PSEL-JORDAN.

THE MEETENG, FRAGMENT. 2012-16,
OIL ON CANVAS, 85X100 CM

AO CBITAA XIL. LIMKA «<MOPAAHDB»
2015, TOAOTHO, OALs, 70x70 CM

TO LIGHT XII. SERIES "JORDAN"
2015, OIL ON CANVAS, 70x70 CM
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[TETPO BEB3A IMOAIEHUIM AO ITOAOPOXHLOTO,
SIKMWM LE HE TTOBAYMBLL MOPS B2KE BIAYYBAE
MOTO IOAMX Y CBOIM KPOBI. HA MOTO AYMKY,
B KOKHOMY 3 HAC € YACTOYKA
FOXECTBEHHOTO. SIKMM BYAE LIEM CBIT TEITEP

[ B MAMBYTHbOMY 3HAYHOIO MIPOIO 3AAEKMNTH
BIA HAC. MM JKMBEMO HA LLIW 3EMAI BITEPLLIE

[ MOXEMO TTOMMUASITUCS. AAE MU KMBEMO
BOCTAHHE, A TOMY HE MAEMO T1PABA
3MAPHYBATM TE, LLLO CTBOPEHO HE HAMM.

BOAOAMNUMMP TOPBATEHKO



IN THIS WAY PETRO BEVZA IS LIKE A PILGRIM,
WHO HAS NOT SEEN THE SEA, BUT ALREADY FEELS
ITS BREATH IN HIS BLOOD. IN HIS OPINION,
THERE ARE PARTS OF GODLIKE IN EVERYBODY.
WHAT THE WORLD WILL BE LIKE DEPENDS ON US.
WE LIVE ON THE EARTH FOR THE FIRST TIME,

SO WE CAN MAKE MISTAKES. BUT WE LIVE FOR

- THE LAST TIME SO WE CAN NOT WASTE THINGS
MADE BEFORE.

VOLODYMYR GORBATENKO
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Binsnakn

BuGparii
TIepCOHAITBHI
BHCTABKI

Bubpati

TpyHoBi
BUCTaBKN

Hapommses 1 ciursa 1963 poxy, skuse i rpaitioe y Bummmesomy Ta B Kuesi.
1985 poky sakinuus HarlioHabHy akageMito 06pazoTBOPUOro

muTerrTBa ta apxitekrypu. 3 1990 poky uren Hartionambioi crisiku
Xyn0kHUKIB Yrpainu. 3 1999 poxy unen Criskn xyzosxxankis byKApT.

bevzakievua p.bevza@gmail.com

[Touecna rpamota micta Kuesa 3a kpariuii TBip skuBorucy 3a 1994 pik,
Kui, Yxpaina, 1994

[Touecnwmii npu3 MizkaapoHOoro CaioHy Cy4acHOr0 MUCTEITBA
DART"96, Hiua, @paruiis, 1996

[Tpu3a 3omotwii mepeTwH i 3BaHHsT XyI0:KHUK POKY, KuiB, Ykpaina, 1997
Ipant Lenrpy Cyuyacnoro Mucrenrsa npu HY KMA 3ach. /[xx.Copocom
3a kpanmii XynosxHiii mpoext 2000 poky, Kuis, Yipaina, 2000

I'pant Dynpartii [Tpo Tesrbertis 3a kparmuit xyposxmiii mpoekt 2001 poky,
Binb-B'enn, settmapis, 2001

2015

¢ «The Play Goes On». Tanepest «<N2N» (AGy-/1a6i, OAE): karasor.
* «Anno Domini». [anepes «Kapaco» (Kuis, Ykpaina)

* «O6pasu». Tanepest «Harma» (Cymn, Ykpaira)

2014

* «Following the inner light». Crizibro 3 Mukosoio JKypasem.
Vrpaincskmit inctutyT Ameprkn (Hpio-Fopk, CIIIA) : karasor.

* «Mu npocro inum...». Crinbao 3 Mukosioro Kypasiiem.
Hartionambuuii myseii Tapaca [leuenxa (Kuis, Ykpaina) : karasor.
o «KBitt 2014». lanepest «Tpummux» (Kuis, Yrpaina).

2013

* «Ipa». [anepes «borrera» (Kuis, Ykpaina): karasor.

* IIpucyrnictb». Bezpala Brown Gallery (Toponro, Kanana),
«Tpuntnx» (Kuis, Yrpaina).

* «IIpucyrnictb». Nest Gallery (ZKenesa, IIseiiapis).

2012

* « ITpoctopu tskinnst. Tpasas. Ilepiia Kuischka GieHaIE Cy9acHOrO MU-
crerntBa «Apcenares. lanepest « Tpuntuxs (Kuis, Ykpaina).

2011

* «Hora Cyp0u». Tanepest « Tpunrux» (Kuis, Ypaina).

* «Octposu». Tanepest «ABC-apr» (Kuis, Ykpaita): an00M.

2010

* «And Someone Else With Me». Bezpala Brown Gallery (Toporro, Kanana).
2009

* «Ipucn». lanepes « Tpuntux» (Kui, Ykpaina): karasor.

2008

* «Enerii». Tanepest «botreras (Kuis, Ykpaina): kataior.

* «Cunaii». Tazepest «Gamla Vaster» (Masnbme, 1IBertist): karasior.
2007

* «In Natura». Myseii cyyactoro mucrerrsa (Kuis, Ykpaina): ann6om.
2006

* «Koopannaru npocropy». Tanepest «Gamla Vaster»

(Masbme, [1Bertist): katasior.

2003

* «Teoposii». Mysaeit cyuacnoro mucrenrsa (Kuis, Ykpaina): katasor.
1999

* «bima tinb». [anepes «Atemse Kapace»(Kuis, Yrpaina).

1998

« JKusomnuc i ckyabirypa. Tanepest «Kunst Kaufhof»

(Jletimmur, Hiveuunma).

1997

* «Becna Ykpainu B [Tapuski». Tanepest «Robin Ladouse»

(ITaprzx, Dpantiist): KaTaior.

1995

* «C’est Moi. PeasnbricTnb aGeTpakitii».

Hartionampanii xyzosxwiit myseit Yrpainn (Kuis, Ykpaina): katasor.

2015

 «besaa, JKypasens, JIutsunenko, TBepauit. [Ipocropn TskinHs»>.
Yepnirisebkuit Myseii cygacnoro mucrensa Ilmactapr.

(Yepwiris, Ykpaina)

¢ «/liamorn. Yac mouyTny. lanepes «/laBpa» (Kuis, Yrpaina)

158

2014

* «Omip MatepiasiB», [HCTUTYT POGIIEM CYYacHOTO MUCTEIITBA

(KuiB, Ykpaina) : katasor.

* «CrinbHotny, BucraBkoswuii 3a1 Akajgemii MUCTEITB YKpaiHu

(KwiB, Ykpaina) : katasor.

* «Beper», Tanepest Hatasan (Baxy, AsepOaiijukan) : KaTasor.

* «Boromub JIo6osi. [Tpucsara Maiinary», [ICM M17 (Kuis, Ykpaina)
2013

* «Art Kyiv Contemporary». Mucrenbkuii ApceHas

(Kuis, Ykpaina): kaTajor.

* «Mary noiiur. 3a Muth Big Hooro skutTst. IV Fine Art Kyiv Ukraine».
Mucrenpkuit Apcenasn (Kuis, Ykpaina) : katasor.

2012

* «Art Kyiv Contemporary». Mucrerpknit Apcenan (Kuis, Ykpaina)
* «/IpesecHi cuimy». Harfionanpauit Myseii eKOPaTUBHOTO Ta IPUKJIAIHOTO
mucrenrBa Yrpainu. (Kuis , Ykpaina) : karasor.

* «IIpocropn Tspxinms. KniBebka mkosay. OmechKimii My3eit 3aXifiHOTo Ta
cxianoro mucrenrsa. (Ozieca, YKpaiHa) : KaTasior.

* «Art Toronto 2012». Metro Toronto Covention Centre.

(Toponto, Kamnaza) : katasor.

* «Cyyache ykpaiHCbKe MUCTEITBO». Pociiicbkuii My3eii.

IHokonazmuuii 6ymunok. (Kuis, Ykpaita): katasior.

* «YKpaincpka amsrepaatuBa X X». Myseil cydacHoro MICTeITBa

(KuiB, Ykpaina): karasor.

2011

* «IIpocto. MucrentBo». Hartionanpimii XymosxHiit Myseil Ykpainn
(KuiB, Ykpaina): karasor.

2010

* «IIpocropu Tsikinms». Aircraft Gallery (Bparucnasa, CrioBauuna):
KaTaJIor.

* «Ykpaincbkuii 3pi3. Cydacne MUCTEIITBO YKpaiHI».

Bepurratu kyasrypu (JTiobuin, [Tosbia)

* «Wir arbeiten ihr sprint. Ausstellung und Vortrage». HCXY
(Kuis, Ykpaina).

2009

* «Art-Vilnius'09 — the First International Contemporary Art Fair».
Litexpo (BimnbHioc, JIutsa)

2008

* «Eastern Neighbours Remote Shelter». Stefanus Cultural Center,
StichtingCultural Aid (Yrpext, Hinepnanam): katasor.

2006

* «Cyuacne muctenro Ykpainu» Tanepest «Lufcik» (Bapiuasa, [Tosibina).
* «Horupu xynoxkuuku 3 Ykpainus. [anepes «Mason Murer»
(Armanta, CHIA).

» «Anblick — Durchblick — Lichtblick. Bessa, Jlebeauners, JInTBuHeHKO.
JKuBormes. Tanepest «Anixis» (bazen, [Beiiapis).

* «CyuacHe MHUCTENTBO YKpainu». YKPaiHChKUI IHCTUTYT AMEPUKI
(Hoio-Nopx, CIIIA).

2005

* «Homo Erraticus». Bucrasxosuii 3an (Kimaiinezna, Birpnioc, JIntsa)
2004

* Yersepruii mizknapoauuii apr-pecrusain. Galakunsthaus

(Marzebypr, Himeuunma): KataJior.

* «350 pokiB otomy». Ilentpasbiuii BuctaBkosuii 3am HCXY

(Kuis, Ykpaina).

2003

* «IuBazist». Llentpasnpuuii Buctaskosuii 3am HCXY (Kuis, Yipaina)
2002

* «YKpaincbke MasIpcTBO>. lamepes «AptJ/loys» (ABamnmr, HIBefiapis).

* «Hosi cipsamyBanust» Hentpanbanii Bucraskoswmii 3an HCXY

(Kuis, Ykpaina): katajor.

2001

* »Codiiini cumsosu GyTsi». Bucraskosuii 3am «XmiGHs»,
Hartionansruii 3anosignuk «Codist KuiBebkay (Kuis, Ykpaina): katasor.
* «YKpainchke MaSIpCTBO». lamepest «/{okropxaycs»

(O6epauncohax, seiinapis).

* «bessa i JlurBunenxo. Binpui manus. Myseii cydacnoro mucterrrsa «Cen-
tre PasquArty (bins-B’enm, HIBetinapist): katasor.



Merits

Selected
personal
exhibitions

Selected

group
exhibitions

Born in 1963. Graduated from Kyiv State Arts Academy in 1985.
Lives and works in Kyiv and Vyshneve.

Member of the National Artists Union of Ukraine (from 1990).
Member of the Allukrainian creative Union of artists "BZH-ART" .

bevzakievua  p.bevza@gmail.com

Honor diploma of the city of Kyiv of the year 1994. Kyiv, Ukraine,

Honor prize of Salon International DART Contemporain. Nice, France, 1996
Honor prize “Artist of the Year” at 2nd International ART festival. Kyiv, 1997
Grant Center for Contemporary Art at NaUKMA founded by G.Soros,
Kyiv, Ukraine, 2000

Grant Foundation Pro Helvetia (Switzerland), 2001

"Order for civic courage” for significant contribution to combating ter-
rorism and extremism, Kyiv, Ukraine, 2014

2015

¢ “The Play Goes On,“ N2N Gallery (Abu-Dhaby, UAE), catalogue
* “Anno Domini,” Karas Gallery (Kyiv, Ukraine)

* “Image,” Our gallery (Sumy, Ukraine)

2014

* “ Following the Inner Light ,” Ukrainian Institute of America
(New York, USA), catalogue

* “We just were ...". Together with Mykola Zhuravel.

National Museum of Taras Shevchenko (Kyiv, Ukraine), catalogue

* “Flowers 2014," Gallery "Tryptych" (Kyiv, Ukraine)

2013

* “The Play Goes On” Bottega Gallery (Kyiv, Ukraine), catalogue

* “Presence” Nest Gallery (Geneva, Switzerland)

* “Presence” Bezpala Brown Gallery (Toronto, Canada)

2012

* « Spaces of gravitation. Grass». Tryptykh Gallery, “Arsenale 2012”.
First bienalle of contemporary art (Kyiv, Ukraine)

2011

* “Foot of Destiny,” Tryptykh Gallery (Kyiv, Ukraine)

* “Islands,” AVS-art Gallery (Kyiv, Ukraine), album

2010

* “And Someone Else With Me,” Bezpala Brown Gallery

(Toronto, Canada)

2009

* “Irises,” Tryptykh Gallery (Kyiv, Ukraine), catalogue

2008

* “Elegies,” Bottega Gallery (Kiev, Ukraine), catalogue

* “Sinai,” Gamla Vaster Gallery (Malme , Sveden), catalogue

2007

* “In Natura,” Center for Contemporary Art Soviart (Kyiv, Ukraine), album
2006

* “Coordinates of Space,” Gallery Gamla Vaster (Malme, Sveden),
2004

¢ “Theodosics,” Kharkiv City Art Gallery (Kharkiv, Ukraine), catalogue
2003

¢ “Theodosics,” Center Contemporary Art (Kyiv, Ukraine), catalogue
2000

* “Transition,” Atelier Karas Gallery (Kyiv, Ukraine)

1997

* “Printemps d" Ukraine,” Robin-Leadouze Gallery (Paris, France)
1995

* “C'est moi. Reality of Abstraction,” National Art Museum of Ukraine
(Kyiv, Ukraine), catalogue

2015

* «Bevza, Lytvynenko, Tverdy, Zhuravel. Spaces of Gravity».
Contemporary Art Museum Plastart. (Chernihiv, Ukraine)

* «Dialogues. Time to hear». Lavra Gallery (Kyiv, Ukraine)
2014

* "Community", Exhibition Hall of the Art Academy of Ukraine
(Kyiv, Ukraine): catalogue

* «Strength of Materials», Modern Art Research Institute (Kyiv,
Ukraine)
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* «Coast», Natavan Gallery. (Baku, Azerbaidjan)

* «The Fire of Love», Center for Contemporary Art M17 (Kyiv, Ukraine)
2013

» “ Art Kyiv Contemporary 2013”, Center of Arts “Mystetskyi Arsenal”
(Kyiv, Ukraine), catalogue

 “Match Point. The moment before the new life. IV Fine Art Kyiv
Ukraine ”, Center of Arts “Mystetskyi Arsenal” (Kyiv, Ukraine), catalogue
2012

* «Art Toronto 2012». Metro Toronto Covention Centre. (Toronto,
Canada), catalogue

* “Contemporary Ukrainian art. “ Russian Museum. (Kyiv, Ukraine) , catalogue
* “Arboreal force. “ National Museum of Ukrainian Folk Decorative Art in Kyiv.
(Kyiv, Ukraine)

* “Spaces of gravity. Kyiv School. Odesa Museum of Western and Orien-
tal Art. (Odesa, Ukraine), catalogue

* “Ukrainian alternative twentieth. “ Museum of Modern Art (Kyiy,
Ukraine), catalogue

2010

* “Spaces of Gravity,” Aircraft Gallery (Bratislava, Slovakia), catalogue

¢ “Ukrainski Przekroj. Sztuka wspolchesna Ukrainy,” Warstaty Kultury
(Lublin, Poland), catalogue

2009

* “Artvilnius'09 — the First International Contemporary Art Fair” (Vil-
nius, Lithuania), catalogue

2008

* “Eastern Neighbors Remote Shelter,” Stefanus Cultural center,
StichtingCulturalAid (Utrecht, Netherlands), catalogue

2007

* “Contemporary art of Ukraine,” Hobby Gallery (Tbilisi, Georgia), catalogue
2006

* “Contemporary art of Ukraine,” Lufcik Gallery (Warsaw, Poland)

* “Four Artists from the Ukraine,” Mason Murer Fine Art Gallery
(Atlanta, USA)

* “Anblick - Durchblick — Lichtblick. Bevza, Lebedynets, Lytvynenko.
Painting,” Anixis Gallery (Baden, Switzerland)

» “Contemporary art of Ukraine,” Ukrainian Institute of America
(New York, USA)

2005

* “Homo Erraticus,” Art Exhibition Hall (Klaipeda, Vilnius, Lithuania)
2004

* Fourth International Art Festival, Galakunsthaus (Magdeburg, Ger-
many), catalogue

2002

* “Ukrainische Malerai,” ArtLaue Gallery (Avenches, Switzerland)

2001

* “Bevza and Lytvynenko, Free Fields,” Centre PasquArt (Biel-Bienne,
Switzerland), catalogue

* “Ukrainische Kulturtage, Conservatory Hall of Bern (Bern, Switzerland)
¢ “Ukrainische Malerai,” Doctorhous Gallery (Oberdisbah, Switzerland)
2000

* “White Transition,” National Art Museum (Kyiv, Ukraine), catalogue

* “Transition. Bevza, Lytvynenko, Malyshko,” Center for Contemporary
Art (Kyiv, Ukraine)

1999

* The “Heritage” art project, 4th International Art Festival (Kyiv,
Ukraine), catalogue

1997

* “Gang. Art of New Ukraine,” Bayerischen Landesvertretung, (Bonn,
Germany), catalogue

1996

* “Du Vague a I Art,” Tutesall Central Exhibition Hall (Luxembourg),
catalogue

* Salon International D’Art’96 Contemporain, Nicexpo (Nice, France),
catalogue

* “Bevza, Lebedynets, Lytvynenko. Et Caetera,” National Art Museum
of Ukraine, (Kyiv, Ukraine), catalogue

* “Et Caetera,” International Academy of Environment (Geneve,
Switzerland)



Vipaincpkuit incruryT Amepuku, Hoio-Mopk
Ukrainian Institute of America, New-York
2 East 79th St., New York, NY 10075

www.ukrainianinstitute.org

18.03-12.04 2016

Onecpkuii Xy05KHi# My3eit
Odesa Art Museum

ByJ1. CodiiBebka 5a, Ozeca  ww.ofam.od.ua

07.09. - 25.10.2016

IETPO BEB3A / MOPAAHD
PETRO BEVZA 7 JORDAN

[entp cyyacHoro muctenta «bimiii cBiT», Kuin
Contemporary Art Center «White World», Kyiv
By [Iymkincnka, 21, kopmyc 2. m. Kuis
www.whiteworld.net

12.05-02.06.2016

Hamionanbauii myseit nexopatuHoro mucrenrsa y Kuesi
National Museum of Ukrainian Folk Decorative Art in Kyiv

ByJL. JlaBpchka, 9, kopryc 2. . Kuis - www.mundm kiev.ua

10.02.-10.03.2017

Harionanmpuuit my3seii y JIbosi imeni Anzipest [lentuiipkoro
The Andrey Sheptytsky National Museum in Lviv

1p. CeoGou, 20, M. JIbBiB  www.nm.lviv.ua

Karasor Catalog
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